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Ličnost Andrije Medulića jedna je od najjačih 
u razvoju našeg starog slikarstva. Ako uzmemo, 
da se Andrija Medulić rodio oko god. 1500. ili 
točnije god. 1503., kao što se uglavnom slažu svi 
poznavaoci njegova inače nejasnog životnog puta, 
onda se nalazimo pred činjenicom, da se Medulić 
rodio u času, kad je domaća slikarska škola dal- 
matinskih primitivaca bila na svom vrhuncu, koji 
je ujedno bio i početak kosine pada. Bilo je to 
doba Nikole Božidarevića i Mihaila Hamzića. 
Ali nakon dvadesetak godina, kad je mladi 
slikar bio na početku svog likovnog razvoja, na- 
stao je prijelom u razvojnom putu domaće sli- 
karske škole. Donatori, naručitelji slika, crkva i 
aristokracija počeli su da traže direktno imitiranje 
venecijanskih autora i napuštanje starih šema 
poliptiha i triptiha. Imitirane slike iz Tizianova 
ateljera i radovi drugih majstora druge polovice 
XVI. stoljeća u Veneciji morale su biti novi uzori 
i novi putokazi. Posljedica te promjene ukusa 
značila je ujedno i nestanak individualnih crta 
škole. Nije bilo moguće raditi na način Tiziana, 
a bez logičnih etapa, koje su se u Veneciji nizale 
od zadnjih Vivarinija do Giorgiona, samoga Tizi- 
ana, pa Veronesa i Tintoretta. Slikari postaju s 
jedne strane besplodni imitatori Venecije, gubeći 


5 


lične i lokalne crte, ili idu u drugu krajnost, 
nastavljajući tradiciju starih ikonopisaca. Krsto 
Nikolin s jedne, a Franjo Matijin s druge strane 
konkretni su odjek te razvojne linije u Dubrov- 
niku, a istu pojavu možemo pratiti i u drugim 
dalmatinskim gradovima. 

Kod Andrije Medulića imala je veza s Vene- 
cijom pravog uspjeha. Majstor je pošao u Vene- 
ciju, noseći jamačno u sebi tragove stare škole i 
slika, koje je vidio u rodnom kraju, ali je znao 
u metropoli na lagunama ne samo da uoči i shvati 
bit venecijanskog slikarstva, nego da u toj sredini 
ostvari ličnu, individualnu, originalnu notu, uza 
sve utjecaje i veze. Medulić je neosporna indivi- 
dualnost u kasnom Cinquecentu i, kad Ridolfi, 
govoreći o njegovu radu, vidi u novom shvaćanju 
crteža, boje i svijetla Fistinto della sua nazione, 
možda nema krivo. 

Rodio se Medulić vjerojatno oko god. 1503. Po 
dokumentima, koje su iznijeli Brunelli i Praga, 
vrlo vjerojatno mu je otac njegov Šimun (koji se 
spominje u dokumentu o Andriji kao ekspertu za 
mozaike sv. Marka iz god. 1563.) bio onaj Šimun 
da Meldolla, contestabilis u Nadinu. Ime Meldola, 
Meldolla, da Meldolla spominje se u dokumentima 
Zadra i okoline od 1459. do 1527. Mi upotreblja- 
vamo ime Medulić, koje je unio Kukuljević, jer 
se tako odomaćilo u našoj naučnoj literaturi. Po 
tetki Elisabeti, Jeli, bio je bliski rod pjesniku 
Planina, Petru Zoraniću. Pjesnik naše rane Arka- 
dije i slikar _idilskih renesansnih tema nisu bili 
samo simbolično povezani. 
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Još nije potpuno jasno, gdje se rodio. Sam sebe 
zove de Hiadra, Zadranin. Boravak oca mu u 
Nadinu govorio bi, da bi taj nekoć stari ilirski 
grad zadarske pozadine bio njegovo rodno mjesto. 
Ridolfijeva vijest, da je rođen u Šibeniku, kasni- 
Je8 je porijekla. Jelićevo tumačenje — u ruko- 
pisnim notama — da bi Hiadra bila šibenski 
Jadrtovac nema historijskog osnova. Ostale teze 
su još manje uvjerljive. 

Ništa ne znamo o njegovu mladenačkom školo- 
vanju. Još nisu dovoljno istraženi zadarski arhivi 
što se toga tiče. Slikar Blaž Jurjev iz Trogira, 
jedna od dominantnih ličnosti dalmatinskog sli- 
karstva, umro je pola stoljeća prije njegova rođe- 
nja, u Zadru. Ne znamo da li je imao veze sa 
kasnijim sebi suvremenim zadarskim slikarima, 
a političke prilike nakon Krbavske bitke i auto- 
nomni, odvojen položaj Dubrovnika ne čine vje- 
rojatnima veze mladoga Andrije s dubrovačkim 
renesansnim slikarstvom. 

Medulić je ipak mogao da vidi u Zadru i u 
ostalim gradovima Dalmacije slike domaće škole, 
ali se to nije mnogo odrazilo u njegovom likovnom 
gledanju, koliko možemo da sudimo po sačuvanom 
i sigurno atribuiranom opusu. Prvi su nam njegovi 
radovi problematični, a slike i freske, koje je 
radio za Dalmaciju nisu nam se sačuvale. One bi 
bile ključ za shvaćanje prvih koraka umjetniko- 
vog razvoja, te bi za nas bile neobično dragocjene 
baš s obzirom na uočavanje prvih utjecaja. 

Vjerojatno je da je te radove Medulić izveo 
prije definitivnog polaska u Veneciju. O nekom 


mE 


povratku u rodni kraj iz kasnijih decenija nema- 
mo ozbiljnih podataka. ' 

U centralnoj apsidi katedrale u Zadru bi bio, 
po tradiciji, Medulić naslikao Posljednji sud sa 
slavom svetaca i prokletstvom prokletih. Rušilački 
instinkti baroka uništili su u drugoj polovini 
XVIII. st. posljednje obrise ovog monumentalnog 
djela, koje bi nam toliko i tako značajno govorilo 
o slikarevim počecima. Bersa je vidio još neke 
tragove likova, glavu starca sijede brade i, još 
danas očuvanu, fresku ruke, koji bi odavali ruku 
slikara zrelog mletačkog Cinquecenta. Te njegove 
konstatacije ne bi bile baš u prilog Medulićevu 
autorstvu slike, uzevši da ih je radio mladi Me- 
dulić, tim više što i u dataciji donosi prilično jake 
argumente, da su te freske nastale nakon Medu- 
lićeve smrti. 

Nešto duže je trajao drugi njegov navodni mo- 
numentalni rad u Dalmaciji: freska u šibenskoj 
vijećnici sa Svečanim ulaskom kraljevskih prin- 
čeva. Da li je to bio ulaz Kolomana u grad ili 
mletački pohod iz god. 1412. ili možda koja scena 
iz vremena narodne dinastije? Concina, pišući god. 
1804. govori o prekrasnim likovima. Nešto kasnije 
(1836), Fenzi žali propast posljednjih obrisa ove 
grandiozne kreacije. 

Manje je zajamčeno postojanje njegove Pos- 
ljednje večere u refektoriju šibenskih Dominika- 
naca. Bila ili ne bila, nema joj više traga. Ne 
vjerujem da je Andrijina, pa makar mladenačka, 
ni ona freska Posljednje večere u refektoriju 
zadarskih franjevaca, koja je otkrivena u ovom 
ratu, kad su bombe srušile kopiju na platnu po 
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Tintorettu, koja ju je prekrivala. To je prilično 
tvrdi rad, koji se s jedne strane upire o posljed- 
nje epigone zadarskog lokalnog slikarstva, a s 
druge počinje da na mletački način, ali još tvrdo, 
osjeća prostor i boju renesanse. 

Kad je Medulić otišao u Veneciju, ne znamo. 
Bilo je to jamačno negdje oko god. 1530., kad je 
bio čovjek tridesetih godina. Znamo da mu je u 
Veneciji god. 1540. naručio veliki firentinski slikar 
Giorgio Vasari, autor životopisa renesansnih 
umjetnika, sliku o borbi cara Karla V. habsburš- 
kog i turskog vojskovođe Haireddina Barbarosse, 
koja se zbila god. 1535. To bi bio dokaz da je tada 
Medulić već bio na glasu kao slikar velikih kom- 
pozicija — u doba Tiziana, Tintoretta i Veronesa, 
— čime je valjda došao na glas po svojim rado- 
vima u domovini. 

Drugi je značajan historijski podatak, datiran 
u vezi s Medulićem, pismo što ga je humanista, 
perverzni pamfletista i briljantni pisac visoke 
renesanse, Pietro Aretino, uputio Andriji u aprilu 
1548. god., u kome mu laska i hvali njegove ra- 
dove. Datiranje Andrijinog rođenja bilo bi u 
protivrječju sa činjenicom, što Aretino zove An- 
driju mladićem, ali se to može objasniti kao epi- 
teton laskanja čovjeku četrdesetih godina. U 
pismu ga zove na toskanski način Ischtavoni. 

Ugled Medulićev u Veneciji izbija iz trećeg 
osnovnog datuma njegova prilično nejasnog i 
maglovitog života. Oko mozaika, koje su na pro- 
čelju crkve sv. Marka bila izradila braća Zuccato 
S prizorima iz Apokalipse, nastala je parnica. 
Republika je, tražeći stručno mišljenje, obrazovala 
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god. 1563., devetog svibnja, komisiju, u kojoj su 
sudjelovali kao članovi Tizian, Tintoretto, Vero- 
nese i naš Andrija kao Andreas Sclabonus dictus 
Meldula quondam ser Simeonis. Taj dokumenat 
je od osnovnog značenja za identitet njegove lič- 
nosti i njegova rada. 

Nekoliko dana iza toga — 22. V. 1563. — napisa 
Andrija svoju oporuku, u kojoj se naziva ser 
Andreas Meldola de Hiadra, i po kojoj ostavlja 
sve svoje imanje ženi Marini de Ricis. U prilogu 
testamentu spominje se i otvaranje oporuke na 
dan njegove smrti viso prius cadavere, 1. XII. 
1563. god. I u registru zdravstvene oblasti Vene- 
cije spominje se da je umro nakon dvanaest dana 
bolovanja, i to od bolesti mal mazuco. Pri progla- 
šenju oporuke bio je prisutan veliki mletački kipar 
Alessandro Vittoria, koji je prije četiri godine 
bio načinio za Trogir četiri velika kamena svetačka 
kipa. 

To je ono glavno što znamo o njegovu životu. 


Više negoli rijetki i hladni dokumenti govore 
nam njegova djela. 

Ta su djela bila nejasna suvremenoj umjetnič- 
koj kritici. Suvremenici nisu shvatili novu kompo- 
nentu, koju je Andrija unio u mletačko slikarstvo 
visoke renesanse. Pino, slikar i Savoldov đak, u 
Dialogo della pittura (1548), koji je pisan još za 
njegova života, govori da mu je »tehnika« (impia- 
strar) — a to je u bistvu, indirektno, njegov novi 
likovni izraz — »dostojan prezira« (degno d'in- 
famia). Sam Vasari (1568), koji je kod njega 
naručivao slike, pišući pet godina iza slikareve 
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smrti, govori o njemu s velikom rezervom, i piše 
o »tehnici punoj nabačenih mrlja, koja nije ni- 
kako dovršena« (di macchie, ovvero bozze, senza 
essere finita punto), uočujući novu tendenciju, 
ali ne njezino bivstvo. Treći suvremenik, Lomazzo 
(1584), samo ga ističe kao plodnog đaka Parmi- 
gianina, ali ga bezrazložno povezuje s nekim sli- 
karima njegova vremena. 

Tek se Seicento, kome je on bio bliži, jer je 
svojim manijerističkim i impresionističkim lumi- 
nizmom utirao putove baroku, bio prema Meduliću 
donekle prijazniji. U La pittura trionfante od C. 
Gigli-a (1615) nalazi se na naslovnoj stranici 
bakrorez po Palmi Mlađemu, u kome iza kvadrige 
kao alegorije Slikarstva idu njegovi najveći 
predstavnici. Prvi je Medulić 


Asvaezaskis quel gran veglio che d'Illiria 
sen venne, onde fu detto Lo Schiavon, 
bench2 sempre ad Adria visse .,..« 


(»onaj veliki starac, koji je došao iz Ilirije, 
pa su ga zato nazivali Schiavonom, iako je 
proveo u Veneciji svoj život... .«) 

Prvi, koji će se opširnije pozabaviti Medulićem, 
bit će Ridolfi u Le Maraviglie dell'arte (1648). 
Uz istinite podatke povezat će se legende nepouz- 
dane tradicije. On priča o radu Medulićevu za 
pojedine mletačke familije, o njegovu dodiru s 
Parmigianinom i kuša da interpretira Medulićev 
opus sa kritičkog stanovišta baroknog manijeriste 
Palmina kova, o kome najbolje govori pet signi- 
ranih i dovoljno nepoznatih pala u crkvama u 
Korčuli, na Silbi i u Nerežišću na Braču. Sa toga 
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stanovišta Ridolfi ne uočuje stilsko bivstvo njegova 
nemirnog poteza, njegova drhtavog svijetla i 
gleda to isključivo kao nepoznavanje akademskih 
principa i kao nesavjesnu brzinu rada. Kod Ridol- 
fija se opširno priča o Andrijinu siromaštvu, i 
gotovo skoro bohemstvu, koje se ni iz dokumenata 
ni iz oporuke nipošto ne vidi. Značajan je detalj, 
po kome bi Tintoretto govorio da je dostojan pre- 
zira slikar, koji ne bi u radonici držao barem jednu 
Medulićevu sliku. 

Tek će se Boschini, u drugoj polovini XVII. st., 
približiti shvaćanju Andrijina djela. Po njemu — 
prvi put — njegov brzi potez nije rezultat nemar- 
nosti, već izražajno sredstvo za ostvarenje indivi- 
dualnog likovnog gledanja, koje se uzdiže nad 
umornim manijerizmom i nad hladnim akademiz- 
mom forma. 

Kod Medulića su, u Boschinijevoj La carta del 
Nauegar pittoresco: 


s ašahe le penelae pronte cusi... che le 
Ja teror, le fa spavento, con furia tal de 
macchia e colorito e resoluta pratica e ma- 
niera, che no'fu vista mai cosa si fiera...« 


(»potezi kičice kod njega su tako smioni, 
da plaše. Kod njega je toliki nemir boja i 
mrlja i tako odlučan potez, da se do tada 
nešto tako snažnog nije nikad vidjelo... .«) 


Nakon ovog lucidum intervallum u shvaćanju 
Medulićeva slikarskog bivstva, kritika Settecenta 
sa Zanettijem na čelu vraća se akademskim zasa- 
dama i starim pogrešnim gledanjima na Meduli- 
ćevo djelo. 
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Stoga, bolje i neposrednije, nego li stari i 
novi kritičari — mogu da nam govore sama djela. 
Lili Frohlich Bum, Venturi, Berenson, osobito 
Fiocco, dali su osnovnu razvojnu crtu njegova 
djela i njegove umjetničke individualnosti. 


Rijetke su datirane njegove slike, koje bi mogle 
poslužiti kao osnov za poznavanje njegova raz- 
voja. Godine 1547. datiran je njegov signirani 
bakrorez Paris koji otimlje Helenu. Tri tonda i 
likove proroka u Libreria di San Marco u Veneciji 
možemo po dokumentima datirati u god. 1556-57. 
Za sliku Čuda sv. Marka, koja mu je bila naru- 
čena god. 1562., a koju bi bio dovršio Tintoretto, 
više ne znamo. Ti podaci — uz još neke — previše 
su rijetki, te se zato za njegovo proučavanje mo- 
žemo poslužiti samo i isključivo stilskom razvoj- 
nom analizom. 

Tri osnovna utjecajna faktora uočujemo iz 
posmatranja cjelokupnog Medulićevog djela. Mla- 
denački utjecaj Bonifacia Veronesa, kao jednog 
od posljednjih . predstavnika gtorgionizma, više 
izvanjski utjecaj Parmigianina 1 parmanskog ma- 
nijerizma, te konačno bitni utjecaji Tiziana i Tin- 
toretta, to jest velikih kolorističkih 1 luminističkih 
tekovina mletačke visoke renesanse. Uza sva ta 
tri faktora, kroz čitav njegov opus prolazi jedna 
individualna osnovna nit. 

Vjerojatno je, da je prvi kontakt mladoga 
Medulića bio baš s Bonifaciom Veronese. Bonifacio 
de Pitati, zvan Veronese, istaknutija je drugoraz- 
redna ličnost mletačkog slikarstva prve polovine 
XVI. stoljeća. U njegovu djelu susreću se utjecaji 
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Palme Starijega i mlađeg Tiziana. Atmosfere nje- 
govih kompozicija — obično su to raskošne scene 
ili idilske teme — odišu bogatim svečanim dahom 
Venecije ranog Cinquecenta. Boje su kod njega 
tople i žive, ali bez mnogo dubine, sve je nekako 
Površinski vedro i arkadijski smireno. U pejsažu, 
koji prati njegove figuralne grupe, izbija neka 
tiha sjeta. Osjećaju se reminiscencije Giorgioneove 
melanholije 1 predznaci bliže atmosfere renesan- 
snoj Arkadiji. Baš tu crtu osjećamo u radovima, 
koje pripisujemo ranijem Meduliću. 

Ukoliko su Andrijine one slike, koje mu se pri- 
pisuju u crkvi San Giacomo dell'Orio, onda bismo 
tu imali početnika Andriju u Veneciji — prethod- 
nog ovoj fazi — još uvijek krutog i ukočenog, sa 
atmosferom koja nije daleka starim poliptisima 
domaće škole. Tu bi on bio blizak možda i Boži- 
darevićevim predelama sa Danača ili iz pale 
Navještenja kod dubrovačkih Dominikanaca. No, 
ta je atribucija prilično problematična. 

Bonifaciov utjecaj je već u nizu idiličkih kom- 
pozicija, u kojima se vidi već puno shvaćanje 
venecijanske slikarske atmosfere. To su pastoralne 
scene, biblijski prizori, antikne idile. Tema služi 
samo da bi slikar mogao da slobodno i raskošno 
prikaže prirodu u pozadini, šume i lugove, stabla 
sa rascvalim krošnjama i nebo žarke modrine. Već 
u tim ranim radovima osjeća se slikareva lična 
nota. Boja nije čvrsta, ona se svijesno raspada i 
rastvara. Svijetlo kao da se odbljeskuje sa svakog 
lista i sa svake grane, Nemirni, nervozni potezi 
kičice izražavaju taj gotovo impresionistički nemir, 
u kome sve vibrira u kompleksnom pokretu poteza 
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i crta. Crte su nemirne, siluete figura imaju neku 
blagu muzikalnu liniju, punu unutrašnje slikarske 
draži. Možda je slika Deukaliona i Pire, u vene- 
cijanskoj Akademiji, ta alegorijska epizoda općeg 
potopa iz grčke mitologije, reprezentativno djelo 
za ovu fazu. Usprkos nekoj tvrdoći, koja će se 
kasnije izgubiti, tu nam se majstor predstavlja u 
svojoj punoći. Stabla centralnog dijela slike već 
odišu njegovom atmosferom, a centralni ženski 
lik je tipičan izraz njegovih muzikalnih svinutih 
crta s valovitom kadencom. U nekim dijelovima 
je solidan, u drugima neprecizan, površan, tvrd. 


Dodiri s Parmigianinom imali su kod njega 
više vanjsko djelovanje, i to više u bakrorezima. 
Vjerojatno je Medulić bio u Parmi ili u Bologni 
kod njega samoga. O tome nam govore Meduli- 
ćevi bakrorezi po Parmigianinu, pa Lomazzovi 
podaci i konačno neke slike same. Parmigianino 
(1503-1540) jedan je od osnovnih začetnika ma- 
nijerizma u Italiji. Pretjeravalo se u isticanju 
utjecaja Parmigianina na Medulića, ali je ne- 
sumnjivo da je Medulić neke elemente njegovih 
radova prenio u Veneciju. Mjesto smirene har- 
monije, mjesto čvrstih kompozicija, boja punih 
snage, izvanrednih tonalnih igara, unosi ta nova 
tendencija neki nemir, izvanjsku nervozu i često 
jeftine efekte. Crtež gubi svoju čvrstoću, u kom- 
poziciju ulazi neka nesređena igra nemirnih linija 
i svinutih forma. Lik se izdužuje, izobličuje, ali 
ne u el grecovskom ekstatičnom ekspresionizmu 
(premda i on ima tu jedan od korijena) već u 
efeminiranim, rafiniranim, ali dekadentnim efek- 
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tima. Efekti svijetla i sjene postaju sami sebi 
svrhom u površinskim igrama sjena i boja. 

Medulić je od Parmigianina primio osnovne 
zasade tih novih strujanja. On je njega kopirao 
i od njega poprimio sklonost k igrama crta i 
figure izduženih oblika. Kad je kopirao Sv. obitelj 
svoga učitelja (Drezden, Galerija), on je jamačno 
bio oduševljen njenom novom formom, ali se 
osjećalo da kritički gleda. 

To je Medulić i mogao, jer je povrativši se sa 
školovanja došao u Veneciju punu renesanse. Bilo 
je to u doba kulminacije Tiziana, Tintoretta, Ve- 
ronesa, koje je već poznavao. Na njihovim dje- 
lima Medulić se često inspirirao, osjetio je nji- 
hove sočne simfonije boja, njihovu punoću i ras- 
košnu interpretaciju prirode, njihove grandiozne 
igre svijetla, koje“ nisu površne, izvanjske, već 
unutrašnje, pune dramatike i intimne proživlje- 
nosti. Možda su kod Tintoretta ti utjecaji u po- 
četku bili uzajamni, dok je kasnije naš slikar bio 
pod utjecajem svog velikog suvremenika. Medulić 
je uočio tu novu interpretaciju svijetla. Tinto- 
rettovo je svijetlo osnovni elemenat slike, njezino 
unutrašnje bivstvo. Ono je kod Medulića više 
rezultat estetskog gledanja. Kod Tintoretta ima 
više dubine, kod Medulića je to više izraz nemira, 
pokreta, skoro groteske. Medulić to postizava 
nemirnim, kratkim, svijetlim potezima, lakim 1 
spretnim. On čvrstu svijetlost vitla i rastvara; 
svijetlo kao da prska u malim virovima, u slapo- 
vima, i u igri crta. Može se tu govoriti o nekom 
non finitu, ili bolje o impresionizmu. 
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U tom »impresionizmu«, koji nije nastojanje da 
se točno uoči priroda, već odraz slikareve kon- 
cepcije, leži Medulićeva originalna poenta. 

Ne možemo ovdje analizirati veliki Medulićev 
opus, koji se sastoji od oko stotinjak radova i 
uporedo tragati za ovim osnovnim komponentama 
u njihovu međusobnom odnosu. Činjenica je to, 
da je uza sve te utjecajne smjernice Medulić 
definirana ličnost, jasna i izrazita, koja je tim 
faktorima dala svoju zajedničku, smjelu i novu 
likovnu notu, u okviru slikarstva mletačke visoke 
renesanse, čiji je on neosporni predstavnik. 

Četiri biblijske kompozicije u crkvi Santa Maria 
del Carmine u Veneciji sa prizorima Navještenja, 
Poklona mudraca, Poklona pastira i Obrezanja, 
djela su, u kojima te njegove lične crte već iskaču. 
Likovi su nekako neprirodno dugi, svinuti, ne- 
mirni, imaju neku posebnu bolećivu graciju, neki 
sladunjavi, rafinirani čar. Svjetlosne mrlje daju 
svim tim prizorima neku atmosferu iz priče, neki 
impresionistički zamah predbarokne Arkadije. 

Kao da osjećamo ritam Correggia i njegove igre 
svijetla u Osudi Midinoj. Boja mu je čas žarka 
i strasna (Pijani Noje), čas prigušena i tiha (Ja- 
kovljev san). Svijetlo u tom crescendu, u toj stal- 
noj tendenciji rastvaranja čvrste svjetlosne mase, 
u toj brzini poteza dobiva neki mistični čar. Neku 
fantastičnu atmosferu dobiva čitava slika. Najka- 
rakterističniji njegovi radovi imaju baš taj pečat. 
Tu idu slike iz bečke galerije (Dijana i Akteon, 
Aleksandar Veliki i obitelj Darijeva, Alegorija, 
Mucije Scevola, Jupiter i Amalteja, Scipion 
Afrički), koje neki sa dosta razloga vezuju i uz 
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mladog Tintoretta. Tu pripadaju izvanredne mi- 
tološke scene iz Dublina (liguidi svolazzi di velo, 
kako veli VENTURI), tu prizori Legende o Erosu i 
Psihi (Venezia, Akademija), tu Priča o Lari ili 
Adam i Eva (kolekcija Cook, Richmond), ili 
Midina osuda (Hampton Court), u kojoj je pu- 
noća zrelog Tintoretta. 

Tizianova zrela snaga govori iz serije mirnijih 
slika, u kojima je boja opojna, punija 1 čvršća, 
a kompozicija klasičnija i monumentalnija. Sjajni 
Poklon pastira (Beč, Galerija) ima zračnu atmo- 
sferu, punu svijetla, koje drhti i treperi. U Sv. 
obitelji (Beč, Galerija) kao da sjai ima reflekse 
Veronesa. U Isusu pred Kaifom (Beč, Galerija) 
likovi su veći, snažniji, ali se Medulić ne odvaja 
od svog individualnog brzog poteza i od svoje 
fluidne crte. Tu je Medulić najbliži pravoj vene- 
cijanskoj slikarskoj koncepciji visoke renesanse. 


Nedavno je Fiocco upoznao naučni svijet sa 
nizom do sada nepoznatih majstorovih slika, koje 
nas prate od početaka u sjeni Bonifacia do zrele, 
žarke i strastvene faze, bliske Tizianu i Tintorettu. 
Iz tih slika još jasnije izbija, da je pečat Parmi- 
gianina bio izvanjski, a mletačka srž njegove pa- 
lete. To su sjajna rana pala u selu Mel kod 
Belluna sa vanrednim predelama, pa slike sv. 
Ivana Krstitelja i sv. Agneze u oratoriju istog 
mjesta, oltarska pala obitelji Fulcis u katedrali u 
Bellunu, sa već zrelim tizianovskim pečatom i, 
konačno, sjajne vratnice orgulja u Sv. Petru u 
Bellunu, gdje je slikar gospodar svojih izražajnih 
sredstava u grandioznoj simfoniji boja punoj žara, 
snage i veličine. . 
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Manje je Andrija poznat kao portretista. Nje- 
gov Autoportret je značajno, snažno, mirno djelo. 
Venturi povezuje uz taj autoportret još nekoliko 
portreta, koje su pripisivali Tizianu i drugim sli- 
karima mletačke visoke renesanse (kolekcija Ar- 
not, London; kolekcija Auspitz, Beč), ali su nam 
te atribucije prilično problematične. 

Nervozni impresionizam i manijeristički nemir 
Medulićev išao je neprestano u crescendu do kraja 
slikareva života, uz porast tintorettovske kompo- 
nente. U Poklonu mudraca, u Ambrosiani u Mi- 
lanu i u Susretu sv. Pavla (Galerija Querini- 
Stampalia, Venezia) imamo u tome kulminaciju. 
Manijerizam i impresionizam pretvorili su se 
gotovo u barok, koji kao da simbolizira tordirani 
stup posred plamene scene. Tome prvom baroku 
Medulić postaje jedan od smionih, svijesnih 
preteča. 

Medulić nam je ostavio i veliki niz crteža u ko- 
jima još spontanije izbijaju njegova traganja i 
njegova ličnost. Veliku je plodnost pokazao i u 
bakrorezima, u kojima je često prerađivao teme 
Parmigianina, ali se ni u toj tehnici nije odricao 
svojih ličnih crta. 


Medulić je predstavljen u svome narodu vrlo 
malim brojem slika. Slike Orfeja i Narcisa (iz 
splitske Galerije umjetnina, sada u Galeriji Jugo- 
slavenske akademije) vezuju se stilski uz Legendu 
Psihe u Veneciji i u Casselu ili uz mitološke scene 
iz Dublina, gdje se slikarsko tkivo pretvorilo u 
drhtavi, prozračni veo. To su dvije male »cassone« 
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slike. Nešto je lošiji njegov Anđeo u zagrebačkoj 
Galeriji Akademije, vrlo srodan anđelu na sceni 
Adam i Eva u zemaljskom raju u Galeriji Cook 
u Richmondu, u smjelom ćcorchću. U istoj zagre- 
bačkoj Galeriji Akademije nalazi se i nekoliko 
majstorovih bakroreza. 


Barokni nemir oblika susrećemo u Triumfu sa 
ratnicima u Bijelom dvoru u Beogradu, u izvan- 
rednoj skali zelenih, plavih, maslinastih tonova i 
u vrtlogu svinutih linija, koje tvore likovi po- 
bjedničke povorke u uzvitlanoj kadenci. Meduliću 
se pripisuje u Beogradu i slika Navještenje u 
Umjetničkom muzeju, koja je došla u taj Muzej 
iz zbirke Joce Vujića u Senti, ali je ta slika jako 
oštećena, jer je stradala u bombardiranju Beo- 
grada. Ne mogu se poreći toj slici izvjesne srod- 
nosti sa našim majstorom. Od mnogih slika koje 
se Meduliću krivo pripisuju u nekim našim crk- 
vama, jedina koja ima nekih analogija sa slikarom 
bi bila pala Bogorodice i svetaca u crkvi Navje- 
štenja u Savičenti (San Vincenti) u Istri, premda 
je tu jači pečat tintorettovske manijerirane deri- 
vacije. 

Najbolji rad Medulića, koji se nalazio u našoj 
zemlji bio je Mitološki prizor s Hermesom, koji 
se nalazio kod jedne obitelji u Mariboru, i koji 
je za vrijeme rata odnesen iz naše zemlje. Ta 
se slika povezivala uz bečke historijske prizore 
(Aleksandar Ueliki i obitelj Darijeva, Scipion 
Afrički) s monumentalnom kompozicijom u pro- 
storu punom dubine, svijetla, zraka i života. 
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Venturi je nazvao Medulića »lakim i plodnim 
improvizatorom, pjesnikom van vremena, koji 
uzima iz tuđih radova motiv, ali od njega stvara 
arkadijske rime i bakhičke ditirambe, ne znajući 
uvijek za pravu mjeru«. Ta »neumjerena mjera« 
je ono nešto što Ridolfi zove Vinstinto della sua 
nazione. U tome ima i nešto istine. Bilo bi pretje- 
rano reći, da je njegov likovni izraz isključivi 
produkt podloge njegova mladenačkog školovanja 
u rodnom kraju ili čak njegove individualne 
ličnosti same. To je produkt mnogih faktora za- 
jedno. Ali je činjenica, da su sva tri velika naša 
slikara u Veneciji, odnosno u širem mletačkom 
kraju: Čulinović, Medulić i Benković imali nešto 
izrazito svojega, jakog, individualnog, što ih je od 
tadašnjih suvremenih slikara odvajalo i davalo im 
posebni značaj. U tome novome ležala je Meduli- 
ćeva originalnost i njegov lični prinos slikarstvu 
Cinquecenta, prinos koji je imao korijene u nje- 
govoj ličnosti i u njegovu narodu. 


POPIS RADOVA 
a) glavni radovi izvan FNRJ 


Beč (Wien, Gem&ldegalerie — Kunsthistorisches Museum): 
Isus pred Kaifom (br. 146) ' 
Sv, obitelj sa sv .Katarinom (br. 149) 
Poklon pastira (br. 261) 
Dijana i Akteon (br. 168) 
Aleksandar Ueliki i obitelj Darijeva (br. 190 a) 
Alegorija : 23 
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= Mucije Scevola (br. 331) 

Autoportret (br. 147) 

Jupiter i Amalteja (br. 160) 

Rođenje Jupitera (br. 158) 

Scipion Afrički (br. 190) 

Apolon i Dafne (br. 202) 
Belluno, crkva sv. Petra: vratnice orgulja 

katedrala: oltarska pala obitelji Fulcis 

Berlin, Kaiser-Friedrichov muzej: 

Pejsaž s fantastičnom scenom (br. 182 a) (?) 


Pejsaž sa Dijanom i scenom lova (br. 182 b) (?) 


Dresden, Gemaldegalerie: 

Pieta (br. 274) 

Sacra conversazione (br. 275) 
Firenze, Galeria Pitti: Samson i Filistejci (br. 152) 

Galleria Uffizi: Poklon pastira (br. 588) 

Hampton Court: 

Jakov i Ezav (br. 395) 

Tobija i anđeo (br. 41) 

Krist i Pilat (br. 533) 

Osuda Midina (br. 178) 
Lenjingrad, Eremitage: Jupiter i Io (br. 121) (?) 
London, National Gallery: 

Apolon i Python 

Jupiter i Semela 
Mel, crkva: 

oltarska pala 

oratorij 

Sv. Ivan Krstitelj 

Sv. Agneza 
Milano, Ambrosiana: Poklon mudraca (br. 101) 
Napulj, Pinacoteca Nazionale: Krist i Herod (br, 92) 
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Oxford, Christ Church: 
Apolon i Pan (br. 219) 
Dijana i Akteon (br. 220) 


Richmond, Surrey, kolekcija Cook: Priča o Lari (br. 169) 


Torino, Pinacoteca: 
Žrtva lfigenijina (br. 561) 
Parisov sud (br. 562) 
Pad Troje (br. 569) 
Otmica Helene (br. 570) 


Venezia, Accademia: 
Krist i Pilat (br. 271) 
Prikazanje u hramu (br. 324) 
Scene o Erosu i Psihi (br. 335, 336, 337, 341) 
Osuda Midina (br. 714) 
Deukalion i Pira (br. 713) 
Libreria: 
tri tonda na stropu 
Dva filozofa 
zbirka Querini-Stampalia: 
Susret su. Pavla 
zbirka I. Brass: 
dva pejsaža 
crkva Santa Maria del Carmine: 
Obrezanje 
Poklon mudraca 
Poklon pastira 
Navještenje 
crkva San Sebastiano: 
Krist na putu za Emaus 
crkva San Giacomo dell'Orio (?): 
Prorok 
Poziv apostola 
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Katalog Medulićevih radova v. u BERENSON, Fitture ita- 
liane dell Rinascimento Milano 1936, str. 445-447; FROLICH 
Bum u Thieme-Becker, XXIV, str. 359; VENTURI, Storia 
del'arte italiana, LX. 4, str. 741-743. 


b) radovi. u FNRJ 


Zagreb, Galerija Jugoslavenske akademije: 
Prizor uz raspelo (crtež) 
Anđeo 
Narcis (vl. Galerije umjetnina, Split) 
Orfej (vl. Galerije umjetnina, Split) 
nekoliko bakroreza 

Beograd, Beli dvor: 
Vojnički triumf s ratnicima 

Umetnički muzej: 

način Andrije Medulića, Navještenje 


Ostale slike koje se majstoru pripisuju ne donosimo, 
budući ne smatramo točnim atribucije. 


Jednako nisu po našem mišljenju Medulićeva djela slike, 


koje mu se pripisuju u Galeriji umjetnina u Dubrovniku 
i u Galeriji »Benko Horvat« u Zagrebu, 


24 


THE PERSONALITY of A. Medulić bas been one of 
the most powerful ones in the development of 
our ancient painting. Considering the fact, that 
A. Medulić was born about the year 1500 or more 
correctly 1503 — as those who know his otherwise 
obscure course of life, agree in general — we face 
the fact, that Medulić was born at a time, when 
the native painting school of the Dalmatian pri- 
mitives was at its climax which was at the same 
time the beginning of its decline. This was the 
time of Nikola Božidarević and Mihajlo Hamzić. 

But after twenty years, the young painter being 
at the beginning of his development in the work 
of art, there occurred a break in the course of the 
development of the native painting school. Dona- 
tories, those who ordered pictures, the church and 
the aristocracy started to require direct imitations 
of Venetian authors and the abandonment of the 
old scheineš of polyptych and triptych. Pictures 
imported from the studio of Titian and works of 
other masters of the second half of the XVI" c. 
in Venice had to offer new patterns and sign- 
posts. The result of this altered taste caused the 
vanishing of the individual features of the school 
as well. It was not possible to work after Titian's 
model, without logic stages ranging themselves in 
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Venice from the last Vivarinis to Giorgione, to 
Titian himself, Veronese and Tintoretto. 'The 
painters got cither sterile imitators of Venice, 
losing their personal and local features or tended 
to the other extremity, following the tradition of 
ancient iconographers. Krsto Nikolin, on the one 
hand, and Franjo Matijin, on the other are the 
true echo of this developing line in Dubrovnik. 
We can follow the same happenings in other 
Dalmatian towns as well. 


The connection of A. Medulić with Venice was 
a real success. The master went to Venice, pro- 
bably bearing in him traces of the former school 
and the pictures he had seen in his home country. 
But on the lagoons of the metropolis he did not 
only know to observe and to understand the man- 
ner of the Venetian painting, but also to realize 
in this surrounding the personal, individual, ori- 
ginal note, despite of all influences and connec- 
tions. Medulić was an incontestable individuality 
of the later Cinquecento and Ridolfi might be 
right when, speaking of his work, he saw in the 
new comprehension of his drawings, his colour 
and light Vistinto della sua nazione. 


Medulić was born probably about the year 
1503. According to documents, published by Bru- 
nelli and Praga, it is very likely that his father 
Šimun (who is mentioned in a document — from 
the year 1563 — referring to Andrija as an expert 
in mosaic of St. Marcus) was that Šimun da Mel- 
dolla contestabiliš in Nadin. The name Meldolla, 
Meldola, da Meldolla has been mentioned in ihe 
documents of Zadar and its neighbourhood from 
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1459-1527. We use the name Medulić, intro- 
duced by Kukuljević, because it has got familiar 
in our scientific literature. By his aunt Elizabeth, 
Jela he was closely related to Petar Zoranić, the 
poet of Mountains. The poet of our early Arcady 
and painter of idyllic themes of the Renaissance 
were not only symbolically related. 


It has not yet become quite clear, where he 
was born. He called himself citizen of Zadar de 
Hiadra. His father's sejourn in Nadin speaks for 
it, that this formerly illyrical town in the back- 
ground of Zadar, was his birth place. Ridolfi's 
communication, that he was born in Šibenik, is 
of later origin. Jelićs explanation — in hand- 
written notes — as to Hiadra being Jadrtovac of 
Šibenik is of no historical foundation. Other 
hypotheses are still less convincing. 


Nothing is known of his boy-hood education. 
The archives of Zadar have not yet been suffi- 
ciently investigated, concerning that question. The 
painter Blaž Jurjev of Trogir, one of the out- 
standing personalities of the Dalmatian painting, 
died in Zadar, half a century before Medulić's 
birth. We ignore, whether there was any rela- 
tionship between him and contemporary painters 
of his time. The political circumstances after the 
battle of Krbavsko polje and the autonomous and 
separate position of Dubrovnik as well do not 
make likely any connections of the young Andrija 
with the Renaissance painting of Dubrovnik. 


Medulić might still have seen paintings of the 
native school in Zadar and the other towns of 
Dalmatia, but this did not get much reflected in 
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his view of the art of painting, owing to his pre- 
served opus, ascribed to him with certainty. His 
first works are problematic, and pictures and 
frescoes done for Dalmatia, have not been pre- 
served. They would be a clue to the comprehen- 
sion of the first steps of the artist's development 
and thus they would be particularly precious just 
owing to the perception of the first influences. 


Medulić performed these works probably be- 
fore his final departure for Venice. From the later 
decennaries there are no credible informations as 
to his return to his-home-country. 


“In the central apse of the cathedral of Zadar, 
due to tradition, Medulić might have painted 
The Last Judgment with adoration of the saints 
and the condemnation of the condemned. In the 
second half of the XVIII" century, the de- 
stroying: instincts of Baroque demolished the last 
outlines of the monumental work, that could tell 
us so much and so considerably: about the pain- 
ter's beginnings. Bersa could still see some traces 
of figures, preserved to the present days, i. e. the 
head -of an old man with a grey beard and the 
fresco of a hand, revealing the hand of a painter 
of the High Venetian Cinquecento. Those: state- 
ments of his would not just.be in favour of 
Medulić as to the authorship .of the picture, con+ 
sidering that they were executed :by the young 
Medulić, even more so as he gives, also owing to 
the date, rather strong arguments: for the: origin 
of the frescoes after the death of Medulić.. 

His second, apparently monumental; work ..in 
Dalmatia, lasted somewhat longer: the fresco in 
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the townhall of Šibenik with The solemn entrance 
of the royal princes. Was it Koloman's entry into 
the city or the Venetian campaign from 1412, or 
maybe some scene from the time of the natio- 
nal dynasty? Concina, writing in the year 1804, 
speaks of "beautiful figures“. A bit later (1836), 
Fenzi regrets the ruin of the last outlines of this 
grand creation. 

The existence of his The Last Supper in the 
refectory of the Dominicans in Šibenik has been 
less confirmed. Whether it did exist or not, no 
traces are left of it. I do not believe, that it is 
Andrija's, even not of the young one, neither 
the fresco The Last Supper in the refectory of 
the Franciscans in Zadar, found in this war, when 
the bombs had pulled down the copy on the can- 
vas by Tintoretto, having covered the fresco. It 
is rather a rude work, that on the one hand rests 
on the last epigones of the local painting of 
Zadar, and on, the other hand it begins, but still 
only roughly, to be conscious of space and colour 
of the Renaissance according to the Venetian way. 


We do not know when Medulić left for Venice. 
It was probably about 1530, in the age of thirty. 
In the year 1540, the great painter Giorgio Va- 
sari, the author of biographies of Renaissance 
artists, ordered from him, in Venice, a picture 
on the battle of Charles V of Habsburg and 
the Turkish army leader Hairedinna Barbarosse, 
which took place in 1535. That seems to be a 
proof that Medulić was already known as painter 
of great compositions — at the time of Titian, 
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Tintoretto and Veronese — having become famous 
through his works in his home-country. 


Another important historical evidence, dated in 
connection with Medulić, is a letter addressed to 
Andrija in April 1548 by Pietro Aretino, huma- 
nist, perverted pamphletist and brilliant writer of 
the High Renaissance, in which he flatters Andri ja 
and praises his work. The date of Andrija's birth 
would be .contradictory to the: fact, that Aretino 


calls Andrija youth, though this could be ex-' 


plained as epithet of flattery for a man of about 
forty. He calls him in the Ičtter Ischiavoni owing 
to the Toscan manner. 

Medulić's reputation in Venice manifests itself 
in the third essential date of his vague and nebu- 
lous life. A lawsuit was carried on regarding the 
mosaic, produced by the brothers Zuccato, on the 
front part of St. Marcus representing scenes from: 
the apocalypse. The Republic demanding the opi- 
nion of experts, appointed on May 9 1563, a 
commission whose members were 'T itian, Tinto- 
retto, Veronese and our Andrija as "Andreas 
Selabonus dictus Meldula quondam ser Simeonis“. 
This document is of essential importance as to the 
identity of his personality and his origin. 

A few days later — 22. V. 1563 — Andrija put 
down his last will, in which he calls himself ser 
Andreas Meldola de Hiadra and owing to which 
he bequeathed all his belongings to his wife Ma- 
rina de Ricis. In the supplement of the last will, 
the opening of the testament on the day of his 
death viso prius cadavere on December 1 1596 
has been mentioned. In the register of the local 
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health authority of Venice, it has been mentioned 
as well, that he died after 12 days of illness, of 
the disease mal mazuco. At the publication of the 
testament there was present the great sculpturer 
Alessandro Vittoria, who had made of stone four 
big statues of saints for Trogir. 

Those are the most important data.concerning 
his life. 

But his works speak up more than rare and 


“formal documents. 


The contemporary art critic found his. works 
incomprehensible. His contemporaries did not 
understand the new component Andrija intro- 
duced into the Venetian painting of the High 
Renaissance. Pino, painter and Salvodov's pupil, 
in Dialogo della pittura (1548), written still du- 
ring his life, says that his "technique“ is (impia- 
strar) — i. e. his new expression in the art of 
painting is really. indirectly "deserving contempt 
(degno dinfamia). VAsaRI (1568), having himself 
ordered pictures from him, discusses the painter 
five years after his death. He speaks of him with 
great restraint and writes about "his technique 
full of scattered spots, not being completed at 
all“ (di macchie, ovvero bozzo, senza essere finita 
punte), noticing the new tendency though not its 
essentiality. The third contemporary, Lomazzo 
(1584), stresses him only as a fertile pupil of Par- 
migianino, relating him without reason to som 
painters of his time. a. 

Seicento, being closer to him, since, by his 
manneristie and impressionistie luminism, he eve- 
ned the way towards baroque, was the first to be 
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something kinder towards Medulić. In la pittura 
trionfante by C. Gigli 1615), there is on the front 
page an engraving by Palma junior, in which 
after the quadrigae, as allegory of painting, 
follow its greatest representatives. The first to 
come is Medulić: 

Va va a quel gran veglio che d'Illiria 

sen venue, onde du detto Lo Schiavon, 

benche sempre ad Adria visse ...» 

(? that great old man who had come from 

Illyria, hence called Schiavon, though he 

passed the whole of his life in Venice“). 


Ridolfi in "Le Maraviglie dell'arte* (1648), 
was the first to study Medulić in detail. Together 
with true events, there are also legends of un- 
certain tradition. He relates about Medulić's work 
executed for families, about his contact with Par- 
migianino and he tries to interpret Medulić's 
opus, from the critical view of a baroque man- 
nerist following Palmino's manner, the best re- 
presented by five signed and rather unknown 
palls in the churches of Korčula, in Silba and in 
Nerežišće on the island of Brač. From this point 
of view, Ridolfi does not comprehend the stylistic 
essence of his restless strokes and his trembling 
light. He regards it exclusively as ignorance of 
academic principles and as unconscientious haste 
in working. Ridolfi speaks in detail-about An- 
drija's poverty, about his almost Bohemian life, 
a fact neither to be verified from documents nor 
from the testament. A detail is important to 
note, according to which Tintoretto seemed to 
have said that every painter was worth contempt 
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who had not at least one of Medulić's pictures in 
his studio. 

But it is only in the second half of the XVIII: 
century, that Boschini approached the understan- 
ding of Andrija's works. Due to him — for the 
first time — his brisk stroke was not the result 
of carelessness, but the means to express the 
realization of an individual aspect of the art of 
painting, which lifts itself up above the tired 
mannerism and the cold academism of forms. 

Boschini in La carte del Nauegar pittoresco: 
writes about Medulić: 


(OBE le penelae pronte cousl... che le 
fa teror, le fa spavento, con furia tal de 
machia e colorito resoluto pratica e ma- 
niera, che no fu vista mai cosa sl fiera...» 


(“the strokes of his brush are so bold, that 
they frighten. There is such a restlessness 
of colours and spots, such a determined 
stroke, that there has never been seen 
anything like that up to now“). 


After this lucidum intervallum in the compre- 
hension of Medulić's essentiality of painting, the 
critics of Settecento under the leadership of Za- 
netti, returned to the academic principles and to 
the old and wrong view of Medulić's work. 


Hence, better and more straightforward than 
ancient and modern critics, do speak the works 
for themselves. Lili Fr&hlich Bum, Venturi, Be- 
renson, especially Fiocco, gave a fundamental 
developing line of his work and his artistic indi- 
viduality. 
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His dated pictures that arie serve as basis 
for the knowledge od his development, are rare. 
His signed engraving The Rape of Helen by Pa- 
ris is dated 1547. The three tonda and the figures 
of the prophet in the Libreria di San Marko in 
Venice, might belong, following documents, to 
the year 1556-57. We do not know anything 
about the picture The Miracles of St. Marcus, 
ordered from him in 1562 and apparently fi- 
nished by Tintoretto. These data — besides some 
others — are too rare, and thus, for the study of 
Medulić, we can only and exclusively use the 
analysis of his stylistic development. 


The three essential influencing factors can be 
found after the study of the whole of Medulić's 
work. Bonifazio Veronese, as one of the last re- 
presentatives of Giorgionism influenced his youth. 
The influence of Parmigianino and the manne- 
rism of Parma was more external and finally 
there were the essential influences of Titian and 
Tintoretto, i. e. the influence of the great colouri- 
stic, luministic acquisition of the Venetian High 
Renaissance. Besides these three factors. his whole 
opus is interwoven by an individual essential 
thread. 


It is probable, that the first contact of the 
young Medulić was that with Bonifazio Veronese. 
Bonifazio de Pitati, called Veronese, is rather an 
outstanding, second-rate personality of the Ve- 
netian painting of the first half of the 16" cen- 
tury. The influences of Palma Senior and the 
younger Titian can be felt in his work. The atmo- 
spheres of his compositions — generally luxurious 
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scenes or idyllic themes — breathe the rich solemn 
breath of Venice of the early Cinquecento. His 
colours are warm and vivid, but without much 
depth, everything is somehow superficially bright 
and Arcadian quiet. The landscape accompanying 
his groups of figures, spreads silent sadness. Re- 
miniscences of Giorgione's melancholy and signs 
of a closer atmosphere of the renascent Arcady 
can be felt. Just this feature may be observed in 
the works ascribed to the earlier Medulić. 


In the case, the picture ascribed to him in the 
San Giacomo dell'Orio Church are those of An- 
drija, we would meet there the beginner Andrija 
in Venice — prior to this period — still primitive 
and stiff, with an atmosphere not far from the 
ancient polyptychs of his native school. Here he 
is maybe close to the predellae of Božidarević 
from Danač or to the pall Annunciation at the 
Dominicans of Dubrovnik. Well, this attribution 
is rather problematic. 


Bonifazio's influence is already marked in a 
series of idyllic compositions, in which the full 
understandig of the Venetian atmosphere of pain - 
ting can be seen. There are pastoral scenes of 
the Bible and antique idylls. The theme serves 
the painter only for the purpose to illustrate inde- 
pendently and luxuriously the country in the 
background, forests and woods, trees with blosso- 
ming tops and the sky of a deep blue. Already in 
these early works the painter's personal note is 
marked. The colour is not compact. Medulić per- 
mits it to get diffused and scaltered. The light 
seems to reflect itself from every leaf and every 
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branch. Restless, nervous strokes of the brush are 
expressing this almost impressionistic restlessness, 
in which everything vibrates in the complex mo- 
vement of strokes and lines. The lines are restless, 
the silhouettes of the figures have some mild mu- 
sical lines, full of the inner charm of painting. 
Perhaps is the picture Deukalion and Pire in the 
Venetian Academy that allegorical episode of the 
deluge, taken from Greec mythology, the typical 
work of this period. Despite a certain stiffness 
that vanishes later on, the master presents him- 
self here in his amplitude. The trees of the 
central. part of the picture breathe already .his 
atmosphere, and the central female figure is the 
typical expression of his musical contorted lines 
with a wavelike cadence. In some parts he is solid, 
in others again he is not precise, superficial and 
stiff. 
The contacts with Parmigianino had a more 
external influence, especially in engravings. Me- 
dulić was probably in Parma, or Bologna, at 
Parmigianino himself. Tbis has been supposed 
owing to Medulić's engravings following Parmi- 
gianino's manner, to Lomazzo's informations and 
finally according to some pictures themselves. 
Parmigianino (1503-1540) has been one of the 
most important beginners of mannerism in Italy. 
People. exaggerated in stressing the influence of 
Parmigianino on Medulić, but it is without doubt, 
that. Medulić brought some of his elements to 
Venice. Instead of a steady harmony, of solid 
compositions, of powerful colours, instead of 
extraordinary plays of notes, this new tendency 
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introduced a certain restlessness, external nervo- 
sity and often cheap effects. The drawing loses 
its steadiness, a certains unsteady play of restless 
lines and contorted forms enter into the compo- 
sition. The figure gets lengthened, disfigured, but 
not owing to El Greco's ecstatic expressionism 
(though even here he has one of his roots) but 
due to effeminated, refined but decadent effects. 
The effects of light and shade serve their own 
or pane in the superficial playing of shade and 
ight. 


The essential principles of these new currents, 
Medulić took over from Parmigianino. He had 
copied him and adopted his keenness on the 
playing of lines and figures of — lengthened sha- 
pes. When he copied "The Holy Virgin“ of his 
teacher (Dresden, Gallery), he was apparently 
enthusiast by his new form, though his critical 
observation was to be felt. 


Medulić could be critical, because after having 
come back from his studies, he came to Venice, 
full of Renaissance. That was at the time of cul- 
mination of Titian, Tintoretto and Veronese that 
he had already known before. He often got inspi- 
red by their works, he experienced their vigorous 
symphonies of colours, their amplitude and lu- 
xurious interpretation of nature, their magnificent 
playings of light that are not superficial, external, 
but internal and plenty of dramatic and intimate 
feeling. Maybe that in Tintoretto, those influen- 
ces were _mutual at the beginning. while our 
painter was later on under the influence of his 
great contemporary. Medulić grasped the new 
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interpretation of light. Tintoretto's light is the 
indispensable element of the picture, its internal 
essentiality. In Medulić it is more the result of 
aesthetic observation. In Tintoretto there is more 
depth, in Medulić it is more the expression of 
restlessness, of movement, almost of a grotesque. 
Medulić gets at it with restless, brisk, light stro- 
kes, with easy and skilled ones. He twirls and 
diffuses the compact light, it seems as if the light 
scatters in small twirls, in cascades and in the 
play of lines. We may speak here of some »non 
finitu«, or rather of impressionism. 


In such an »impressionism«, having no inten- 
tion to observe nature in details but being the 
painter's conception, lies Medulić's original cha- 
racteristic. 


We are able to analyse the great opus of Me- 
dulić, composed of about hundred works and si- 
multaneously trace these essential components in 
their .mutual relationship. The fact is, that inspite 
of all these influential currents, Medulić is a de- 
fined personality, plain and expressive who gave 
these factors its common, cunning and new note 
in the art of painting in the frame of the High 
Renaissance whose incontestable representative he 
has been. 


The four compositions of the Bible in the 
church Santa Maria del Carmine in Venice with 
the scenes Annunciation, The Gifts of the Three 
Wise Men, The Gifts of the Shepherds« and 
Circumcision are works in which these personal 
features of his are already striking. The figures 
are somewhat unnaturally long, contorted, rest- 
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less, they have aa particular grace, some sweety 
refined charm. Radiant spots give these scenes a 
certain atmosphere takeri from a fairy-tale, a cer- 
tain impressionistic stroke of pre-baroque Arcady. 


As if we really feel the rythm of Corregy and 
the play of his light in the Condemnation of Mi- 
das. His colour is now dazzling and passionate 
(The drunk Noah), then again pale and quiet 
(Jacob's dream). The light in this crescendo, in 
this permanent tendency of diffusing the compact 
radiant mass, in the brisk application of the 
brush, gets a somewhat mystical charm. The 
whole picture gets some phantastic atmosphere. 
The most characteristic of his works have got just 
that seal. To them belong the pićture of the Gal- 
lery in Vienna Diana and Acteon, »Alexander 
ihe Great and the family of Darius, Allegoty, 
Mutius Scevola, Jupiter and Amalteus, Scipion 
the African ascribed by some, with enough reason, 
to the young Tintoretto. Further on the magnifi- 
cent mythological scenes from Dublin (liquidi 
svolazzi di velo, owing to Venturi's words), sce- 
nes from the legends of Eros and Psyhe (Venice, 
Academy), the story of Lara or Adam and Eve 
(collection Cook, Richmond), of Midas condem- 
nation (HAMPTON COURT), in which there is am- 
plitude of the mature Tintoretto. 


Titian's mature power speaks from a series of 
more restful pictures, in which the colour is into- 
xicating, fuller and more compact, and the com- 
position more classical and monumental. The 
splendid Gifts of the shepherds (Vienna, Gallery) 
has an airy atmosphere, full of light, trembling 
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and flaring. In The Holy Uirgin (Vienna, Gal- 
lery), the lustre seems to have reflexes of Vero- 
nese. In Jesus before Gaiaphas (Vienna, Gallery), 
the figures are bigger, more powerful, but Me- 


dulić does not abandon his individual brisk stroke | 


and fluid line. It is just here, that Medulić is the 
closest to the true Venetian conception of the 
High Renaissance painting. 


Recently has Fiocco made the scientific world 
familiar with a series of the master's pictures, 
unknown up to now, following us from the be- 
ginnings in the shade of Bonifazio up to the 
mature, dazzling and passionate phase, common 
to Titian and Tintoretto. From these pictures it 
is even better to be seen, that Parmigianinio's 
seal was from outside, but the choice of his pal- 
lete was Venetian. Those are beautiful early palls 
in the village of Mel near Belluno, with exquisite 
predellae, further pictures of St. John the Bap- 
tist and St. Agnes in the oratory of the same 
place, the pall of the family Fulcis at the altar 
of the cathedral in Bellun, already with the seal 
of the mature Titian, and finally the magnificent 
small door of the organ at St. Peter in Bellun, in 
which the painter is the master of his expressive 
means in a grandiose symphony of colours full of 
glare, power and greatness. 


Andrija is less known as portraitist. His auto- 
portrait is a considerable, powerful quiet work. 
Venturo links some other portraits with this auto- 
portrait, having been ascribed to Titian and 
other painters of the Venetian High Renaissance, 
(collection Arnot, London, collection Auspitz, 
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Vienna), but these attributions are rather proble- 
matic to us. 

Medulić's nervous impressionism and his man- 
neristic restlessness progressed in crescendo to the 
end of the painter's life, together with the in- 
crease of Tintoretto's components. In "The Gifts 
of the Three Wise Men“ Ambrosiana, Miland 
and in the “Meeting of St. Paul“ (Gallery Que- 
rini — Stampalia, Venice), there is the culmina- 
tion. Mannerism and impressionism have changed 
over into baroque symbolizing somehow the con- 
torted column in the center of the blazing scene. 
By means of it, Medulić becomes one of the 
cunning, conscious forerunners of the first ba- 
roque. 

Medulić has left us also a great number of 
drawings, in which his tendency and his perso- 
nality have been expressed even more sponta- 
neously. He demonstrated also a great fertility 
in engravings, in which he often remodelled 
Parmigianino's themes, though even in this tech- 
nique he did not give up his individual features. 


Medulić is represented by a small number of 
pictures in his country. The pictures Orpheus and 
Narcissus (from the Art Gallery, Split, now in 
the Gallery of the Yugoslav Academy) are con- 
nected by their style with the Legend of Psyche 
in Venice and in Cassel, or with mythological 
scenes from Dublin, in which the tissue of pain- 
ting has changed into a trembling transparent 
veil. Those are two small "cassone“ pictures. His 
Angel in the Zagrebian Gallery of the Academy 
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is something worse, it is very like the Angel in 
the scene "Adam and Eve in the Earthly Para- 
dise“ in the Gallery Cook in Richmond, in a 
cunning ecorchć. In the same Zagrebian Gallery 
of the Academy there are several engravings of 
the master. 

Restless forms of the baroque are met with in 
The Triumph with UWarriers in (Bijeli dvor) the 
White Castle, Belgrade, in a splendid scale of 
green, blue, and olive tints and in a twirl of con- 
torted lines that are produced by figures of 
the triumphal march in a twirled cadence. The 
picture Annunciation in the Art Museum in Bel- 
grade has been also ascribed to Medulić. It was 
brought to that museum from the collection of 
Joce Vujić, Senta, but this picture is greatly da- 
maged, since it had an accident during the bom- 
bing of Belgrade. One cannot deny, that this 
picture has some affinity with our master. Among 
numerous pictures, wrongly ascribed to Medulić 
in some of our churches, the only one having 
some analogy with the painter would be the pall 
St. Mary and the Saints in the Annunciation 
Church in Savičenta (SAN - VINCENTI),  Istria- 
though there is a stronger seal of. Tintoretto's 
manneristic derivation. 

The best work of Medulić in our country was 
"The Mythological scene with Hermes“. It was 
in the possession of a certain family in Maribor, 
but was taken away from our country during 
the war. This picture was connected with Vien- 
nese historical scenes (Alexander the Great and 
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the family of Darius, Scipion the African), with 
a monumental composition in a space full of 
depth, light, air and life. 


Venturo called Medulić "an easy and fertile 
improviser, a poet outside time, who takes the 
motive from foreign works, but creates out of it 
Arcadian rhymes and Bacchanalian dithyrambs, 
not always finding the right. measure“. 'This 
“exaggerated measure“ is that what Ridolfi calls 
Pinstinto della sua nazione. There is some truth 
in it, too. It would be exaggerated to claim, that 
his expression in-art is nothing but the product 
of the foundation received during his education 
as a youth in his bome-country, or even that of 
his individual personality itself. It has been the 
result of many factors together. But it is true, 
that all our three great painters in Venice, re- 
spectively in the broader Venetian surrounding: 
Čulinović, Medulić, and Benković had some pe- 
culiar features of their own, something powerful, 
individual that separated them from the con- 
temporary painters and gave them a special 
significance. In this new manner lies Medulić's 
originality and his personal contribution to the 
painting of Cinquecento, a share that had roots 
in his personality and in his people. 
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THE LIST OF WORKS 


a) The chief works outside Uugoslavia: 


Viennna (Wien, Gem&ldegalerie — Kunsthist. Museum): 
Jesus before Caiaphas (No. 146) 
The Holy Uirgin with St. Catherine (No. 149) 
The Gifts of the Shepherds (No. 261) 
Diana and Acteon (No. 168) 
Alexander the Great and the Family of Darius (190 a) 
Allegory 
Mucius Scevola (No. 331) 
Autoportrait (No. 147) 
Jupiter and Amalteus (No. 160) 
Jupiter's Birth (No. 158) 
Scipion the African (No. 190) 
Apollo and Daphne (No. 202) 
Belluno, St. Peter's Church: 
The small door of the organ of the cathedral 
The pall of the altar of the family Fulcis 


Berlin, Kaiser-Friedrich Museum: 
Landscape with a phantastic scene (No. 182) 
Landscape with Diana and the hunting scene (No. 182 b) 


Dresden, Gemaldegalerie: 
Pietd (No. 274) 
Sacra converzacione (No. 275) 
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Firence, Galleria Pitti: 
Samson and the Philistines (No. 152) 
Galleria Uffizi: 
The Gifts of the Shepherds (No. 588) 


Hampton Court: 
Jacob and Esaph (No. 395) 
Tobias and the Angel (No. 41) 
Christ and Pilatus (No. 533) 
The condemnation of Midas (No. 178) 
Lenjingrad, Eremitage: 
Jupiter and Ijo (No. 121) 
London, National Gallery: 
Apollo and Python 
Jupiter and Semela 


Mel, church: 
The pall of ihe altar 
Oratory 
St, John the Baptist 
St. Agnes 


Milano, Ambrosiana: 
The Gifts of the three Wise Men (No 101) 


Napulj, Pinacoteca Nazionale: 
Christ and Herodias (No. 92) 
Oxford, Christ Church: 
Apollo and Pan (No. 219) 
Diana and Acteon (No. 220) 


Richmond, Surrey, collection Cook: 
Legend of Lara (No. 169) 

Torino, Pinacoteca: 
The sacrifice of Iphigenie (No. 561) 
The judgement of Paris (No, 562) 
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The Fall of Troia (No. 569) 
The Rape of Helen (No. 570) 


Venice, Accademia: 
Christ and Pilate (No. 271) 
The Presentation in the Temple (No. 324) 
Scene of Eros and Psyche (No. 335, 336, 337, 341) 
The judgment of Midas (No. 714) 
Deukalion and Pyra (No. 713) 
Libreria: 
Three »tonda« on the ceiling 
Two philosophers 
Collection Querini — Stampalia: 
The Meeting of St. Paul 
Collection I. Brass: 
Two landscapes 
Church Santa M. del Carmine: 
Circumcision 
The Gifts of the three Wise Men 
The Gifts of the shepherds 
Annunciation 


Church San Sebastiano: 
Christ on the way to Emaus 

Church San Giacomo dellOrio (?): 
The Prophet 
The Call of ihe Apostles 


The Catalogue of Medulićs works in BrRenson, Pitture 
italiane dell Rinascimento, Milano 1936, pages 445-447, 
FRčuLici Bum in Thieme Becker. XXIV, page 359; VEN- 
TURI, Storia dell arte italiana, IX, 4, 791-743. 
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b) CVorks in Uugoslavia 


Zagreb, The Gallery of the Yugoslav Academy: 
Scene near the Cross (drawing) 
Angel 
Narcissus (Split, Art 'Gallery) 
Orpheus (Split, Art Gallery) 
Several engravings 

Beograd, Bijeli dvor: 

Triumph with warriers 
Umjetnički muzej: 

The manner of A. Medulić 

Annunciation 


Other pictures ascribed to the master, have not been 
enumerated, since we do not believe in their attribution 


being exact. 
Neither belong to Medulić, owing to our opinion, pic- 


tures ascribed to him in the Art Gallery in Dubrovnik nor 
those in the Gallery. »Benko Horvat«, Zagreb. 
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UNE DES PERSONNALITES les plus fortes dans 
Vevolution de notre peinture ancienne est celle 
d'Andrija Medulić. Si nous prenons comme date 
de naissance d'Andrija Medulić Pannće 1500 ou, 
plus prčcisćment 1503, — date acceptće par la 
plupart des connaisseurs de sa vie, assez obscure 
du reste, — nous devons comprendre que cette 
date coincide avec V'apogće de I'ćcole des primi- 
tifs dalmates, apogće qui annonce en mćme temps 
le dćbut de leur dćclin C'ćtait Pćpoque de Nikola 
Božidarević et de Mihajlo Hamzić. 

Mais vingt ans plus tard, quand notre jeune 
peintre se trouvait au dćbut de son dćveloppe- 
ment artistique. un revirement s'est produit dans 
Vevolution de I'ćcole de peinture locale. Les do- 
nateurs, ceux qui commandaient des tableaux, 
Veglise et Varistocratie, commencaient a deman- 
der une imitation directe des auteurs vćnitiens 
et Vabandon de vieux schčmes des polyptyques 
et triptyques. Les tableaux importćs provenant 
de latelier du Titien et les travaux d'autres 
maitres de la seconde moitić du XVI sičcle A 
Venise, devaient servir de nouveaux modčles et 
de guides. Par ce changement de goli, cette ćcole 
perdit aussi tout caractčre particulier, Il netait 
pas possible de travailler a la maničre du Titien 
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sans accepter aussi les ćtapes logiques qui Vava- 
ient precćdćes a Venise, depuis les derniers Viva- 
rini jusqu'au Giorgione, au Titien lui-mćme, a 
Verončse et au Tintoret ensuite. Les peintres se 
font ou imitateurs stćriles de Venise, en perdant 
leurs traits personnels ou locaux, ou bien ils sont 
portćs a Vautre extrćme, en continuant la tradi- 
tion des anciens iconographes. Krsto Nikolin 
d'une part et Franjo Matijin de Vautre, sont les 
reprćsentants de cette double ćvolution de la 
peinture a Raguse. Le m&me phćnomčne se pro- 
duit aussi dans les autres villes dalmates. 


En ce qui concerne Andrija Medulić, on peut 
dire que les liens ćtablis avec Venise ont ćtć 
couronnćs d'un vćritable succčs. Il s'est rendu A 
Venise, en portant probablement en lui des traces 
de Vancienne ćcole et des tableaux qu'il avait vus 
dans son pays natal. Cependant, une fois A Ve- 
nise, il a ćgalement su non seulement apercevoir 
et comprendre essence de l'art venitien, mais il 
a su aussi donner, dans la mćtropole des lagunes 
sa note personelle, individuelle, originale, malgrć 
tous les ličns et toutes les influences. Medulić 
€st une individualitć incontestable de la deux- 
ičme moitić du Cinquecento. Aussi Ridolfi, en 
parlant de son oeuvre, n'a-t-il peut-čtre pas tort 
de voir dans sa conception nouvelle du dessin, de 
la couleur et de la lumičre Fistinto della sua 
nazione. 


Medulić est vraisemblablement nć vers 1503. 
D'aprčs les documents publićs par Brunelli et 
Praga, il est fort probable que son pčre Šimun, 
mentionnć dans un document odi il est question 
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de Vexpertise exercće par Medulić dans Vaffaire 
des mosaiques de Saint-Marc, en 1563, ćtait iden- 
tique avec Šimun da Meldolla, contestabilis de 
Nadin. Le nom de Meldola (Meldolla ou da Mel- 
dolla) se trouve dans des documents provenant 
de la ville de Zadar et des environs, de 1459 a 
1527. Nous nous servons du nom de Medulić 
qui depuis Kukuljević, est gćnćralement acceptć 
dans la littćrature croate. Par sa tante Elisabeth, 
Jela, Medulić ćtait proche parent de Petar Zora- 
nić, počte des Planine. Le počte de Vancienne 
Arcadie croate et le peintre des idylles de la Re- 
naissance ne sont donc pas lićs seulement d'une 
maničre symbolique. 

On n'est pas encore tout a fait fixć sur le 
iieu de sa naissance. Lui-m&me s'appelait «de 
Hiadra», de Zadar. Le sćjour de son pčre a Na- 
din indique que cette ancienne ville illyrienne 
pourrait bien ćtre le pays natal de Medulić. Le 
renseignement donnć par Ridolfi, selon lequel il 
serait nć A Šibenik, est dune date plus recente. 
L'explication proposće par Jelić — dans des notes 
restćes inćdites — suivant laquelle Hiadra serait 
identique A Šibenski Jadrtovac, est denuće de 
toute base historique. D'autres suppositions sur le 
m&me sujet sont encore moins plausibles. 


Nous ignorons tout de son enfance et de son 
Age d'ćcole. Les recherches dans les archives de 
Zadar qui pourraient nous renseigner a ce sujet, 
ne sont pas encore assez avancćes. Le peintre Blaž 
Jurjev de Trogir, une des personnalitćs dominan - 
tes de la peinture dalmate, ćtait mort a Zadar un 
demi sičcle avant la naissance de Medulić. Nous 
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ne savons pas s'il avait eu des rapports avec les 
peintres de Zadar ses contemporains. D'autre 
pare Ka circonstances politiques aprčs la bataille 
gooo rbava (1493) et la position isolće de Du- 
: . , ne rendent pas vraisemblable l'existence 
€ 1ens entre le jeme Andrija et la peintur 
ragusaine de la Renaissance. š i 


P Nćanmoins, il a pu voir A Zadar et dans 
autres villes dalmates des tableaux de I'ćc le 
locale, mais, autant que no 1 i 
kaba q us pourrions en juger 
apres son oeuv ć (1 tt 
re conservć et sdrement attri 
buable, cela ne se voit suš : ih 
dak RU Volt gućre dans sa conception 
o. €s premiers travaux nous sont encore 
P . čmatiques, et les tableaux et fresques exć- 
cutćs par lui en Dalmatie ne nous sont pas con- 
serves, Cependant ils nous seraient prćcieux pour 
čije ća les premiers pas de sa carričre artisti- 
kp: ora en ce qui concerne la dćtermi- 
lon des premičres influences qu'il avait subies 


Il est probable que Medulić avait exćcutć ces 
travaux avant son dćpart dčfinitif pour Venise 
Quant a un ćventuel retour de Vartiste dans son 
Pays natal a une ćpoque ultćrieure, toute donnće 
sćrieuse nous manque a ce sujet. 


A D a are tradition, Medulić aurait exćcutć 
ans lapside centrale de la cathćdrale de Zadar. 
un Jugement dernier, avec gloire des saints et 
damnation des damnćs. Des instincts destructifs 
dechainćs a Vćpoque baroque, ont dćtruit, dans 
la deuxičme moitić du XVIII sišele jusqu'aux 
derniers .contours de cette oeuvre monumentale 
qui aurait pu nous r€vćler tant de choses sur les 
dćbuts artistiques de Medulić. Bersa a pu voir 
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encore quelques traces de figures, la tćte d'un 
vicillard A barbe blanche et la fresque d'une 
main, conservće toujours, qui feraient connaitre 
le pinceau d'un peintre du Cinquecento venitien 
avancć. Ces constatations de Bersa ne parlent 
pas prćcisćment en faveur d'une attribution de ce 
tableau a Medulić, A supposer que celui-ci Vait 
exćcutć en sa jeunesse, d'autant plus que, dans sa 
datation aussi, Bersa fournit des arguments assez 
plausibles en faveur d'une genčse de ces fresques 
postćrieure a la mort de Medulić. 


D'une durće quelque peu plus longue čtait 
Vautre oeuvre monumentale, attribuće a Vactivite 
de Medulić en Dalmatie. Il s'agit de la fresque 
reprćsentant PEntrće solenelle des princes To- 
yaux dans le Palais municipal de Šibenik. Etait-ce 
Pentrće dans la ville du roi hungaro-croate Ko- 
loman ou lexpćdition vćnitienne de 1412? Ou 
bien quelque scćne de Vćpoque des dynasties 
croates? Jacques Concina, qui a ćtć en Dalmatie 
en 1804, parle dans sa relation de voyage, de 
«figures admirables». Un peu plus tard, en 1836, 
Fenzi regrette la disparition des contours de cette 
crćation grandiose. 


Moins certaine est existence d'une Cčne, au 
refectoire du couvent des dominicains de Šibenik. 
Rćelle ou non, il n'en existe aujourd'hui plus de 
trace. Je ne crois non plus qu'Andrija soit 
Pauteur de la Cene du rćfectoire des franciscains 
de Zadar, fresque dćcouverte au cours de la 


guerre passće aprčs qu'une bombe elit dćtruit la 


toile d'aprčs le Tintoret, dont cette fresque ćtait 
couverte. Travail d'une execution 'assez dure, 
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cette fresque continue d'une part la maničre de 
derniers ćpigones de la peinture locale de Zadar 
et, de Vautre, commence a presenter, bien que 
durement, Vespace et la couleur a la maničre de 
la Renaissance vćnitienne. 


On ignore Vannće du dćpart de Medulić pour 
Venise. C'ćtait probablement vers 1530, lorsqu'il 
avait environ trente ans. Nous savons que l'artiste 
florentin Giorgio Vasari, auteur des Uies des 
pecintres, sculpteurs et architectes de la Renais- 
sane, lui a commandć en 1540, a Venise, un 
tableau sur la lutte de lV'empereur contre Khair 
ed-Din Barberousse, amiral des flottes de Soli- 
man 1", qui eut lieu en 1535. C'est une preuvre 
que Medulić ćtait dćja connu comme peintre de 
grandes compositions a VPćpoque de Titien, Tin- 
toret et Vćrončse. Cette renommće, il a pu l'ac- 
qućrir par des oeuvres qu'il avait exćcutćes en- 
core dans sa patrie. 

Une autre donnće historique importante sur 
Medulić nous est fournie par une lettre que lui 
avait adressće, en avril 1548, le fameux huma- 
niste et pamphlćtaire Pietro Aretino, lettre flat- 
teuse, pleine d'ćloges de ses travaux. La datation 
de la naissance de Medulić telle qu'elle est gćnć- 
ralement acceptće, serait en quelque sorte en 
contradiction avec le fait que I'Arćtin 1'y appelle 
«jeune homme», — circonstance qu'on peut ce- 
pendant expliquer comme un qualificatif flatteur 
a IPćgard d'un gquadragćnaire. IL lappelle en 
outre, a la maniere toscane, Ischiavoni, 


Quelle ćtait la renommće dont Medulić jouis- 
sait a Venise, on peut le voir d'aprčs une troisičme 


53 


donnće sur sa vie, assez nćbuleuse par ailleurs. 
I sagit d'un procčs, intentć contre les frčres 
Zuccato, a cause de la mosaique qu'ils avaient 
exćcutće sur la facade de Pćglise Saint-Marc, 
reprćsentant des scčnes de Apocalypse. A cette 
occasion, la Rćpublique _nomma, en 1563, une 
commission d'experts qui devait se prononcer sur 
la qualitć de ce travail, composće des Titien, 
Tintoret, Vćrončse et Medulić. Notre Andrija y 
est mentionnć dans les termes suivants: Andreas 
Sclabonus dictus Meldula quondam ser Simeonis. 
Ce document est d'une importance capitale pour 
la dćtermination de son identitć ainsi que de celle 
de sa famille. 

Quelques jours plus tard, le 22 Mai 1563, 
Andrija rćdigea son testament, dans lequel il est 
stipule que ser Andreas Meldola de Hiadra 
Ičgue tous ses biens a sa femme Marina de Ricis. 
Dans une annexe on mentionne Vouverture de ce 
testament, le jour de son dćcčs — viso prius ca- 
davere —, le ler dćcembre 1563. Dans le rćgistre 
du Conseil de santć de Venise il est ćgalement 
dit que Medulić est dćcedć, aprčs une maladie 
de 12 jours, du mal mazuco. Lors de Pouverture 
du testament ćtait prčsent le grand sculpteur 
vćnitien Allesandro Vittoria, qui, quatre ans plus 
tot, avait exćcutć quatre grandes figures de saints 
en pierre, pour Trogir. 


Les travaux artistigues de Medulić sont cepen- 
dant plus ćloquents que ces documents rares et 
froids. 
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I faut constater tout d'abord que les oeuvres 
de Medulić n'ont pas ćtć suffisamnment apprčcićes 
par la critique contemporaine. Les contemporains 
de Medulić n'ont pas compris cet ćlćment nou- 
veau que reprćsente la contribution d'Andrija Aa 
la pcinture vćnitienne de la haute Renaissance. 
Ainsi Pino, peintre et ćIčve de Savoldo, dans son 
Dialogo della pittura, €crit en 1548, donc du vi- 
vant de Medulić, dćclare que sa tehnicque («im- 
piastrar») — par consćquent, sa nouvelle expression 
picturale — est «digne de mćpris» (degno d'infa- 
mia). Vasari lui-mćme, qui lui avait cependant 
commandć des tableaux, ćcrivant cinq ans aprčs 
la mort de Medulić, en 1568, s'exprime avec 
beaucoup de reserve, parle de sa technique pleine 
de taches, point du tout achevće (di macchie, 
ovvero bozze, senza essere finita punto), d€melant, 
certes, sa tendance nouvelle, mais non son ćlć- 
ment essentiel. Un autre contemporain, Lomazzo, 
en 1584, souligne que Medulić est un des ćlčves 
feconds du Parmigianino, mais il a tort de vou- 
loir le rattacher a d'autres peintres de son temps. 


Cependant le Seicento, dont Medulić se rap- 
prochait dćja par son luminisme manićrć et im- 
pressionniste, frayant le chemin au Baroque, lui 
ćtait plus favorable. La pittura trionfante de 
C. Gigli (1615), publie en frontispice une gravure 
sur cuivre d'aprčs Palma le jeune, ou lon voit 
les reprćsentants les plus ćminents de la peinture 
suivre le quadrige allćgorique. Le premier d'entre 
eux est Medulić 
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»... quel gran veglio 
che d'llliria sen venne, onde fu detto 
Lo Schiavon, benche sempre ad Adria visse...» 


(.. ce grand vieillard arrivć d'Illyrie, en raison 
de quoi il fut surnommć VEsclavon, quoiqu'il eut 
passć toute sa vie a Venise ...) 


Le premier qui s'occupera de lui d'une maničre 
plus ćtendue sera Ridolfi, dans Le Maraviglie 
dellarte (1648). Des donnćes authentiques y sont 
amplifićes de l&gendes d'une tradition peu stire. 
Ridolfi parle des travaux que Medulić avait exć- 
cutćs pour diverses familles vćnitiennes, de ses 
contacts avec Parmigianino et essaye d'interprćter 
son oeuvre du point de vue critique du manić- 
risme baroque d'un Palma, dont la maničre est 
bien caractćrisće par les cinq tableaux d'autel 
peu connus qui se trouvent dans les ćglises de 
Korčula, Silba et Nerežišće sur Brač. Partant de 
ce point de vue, Ridolfi ne s'apercoit pas de ce 
quil y a d'essentiel pour le style de Medulić 
dans son trait de pinceau inquiet et dans sa lu- 
mičre vibrante. Il n'y voit qu'une ignorance des 
principes acadćmiques et une rapiditć de travail 
peu consciencieuse. Ridolfi s'ćtend sur la pauvretć 
d'Andrija, sur ses moeurs presque bohčmes, cir- 
constance qui, du reste n'est gučre confirmće ni 
par des documents ni, en particulier, par son 
testament. Relevons cependant une anecdote ca- 
ractćrisque, rapportće par Ridolfi: le Tintoret 
aurait dćclarć que tout peintre qui n'aurait pas 
dans son atelier au moins un tableau de Medulić 
mćriterait le mćpris. 
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Ce ne sera que Boschini qui, dans la seconde 
moitić du 17= sičcle contribuera A une comprć- 
hension plus large des oeuvres de Medulić. En 
effet, Boschini fut le premier A reconnaitre que 
le trait de pinceau rapide d'Andrija n'est pas un 
rćsultat dd a sa nćgligence, qu'il reprćsente plu- 
t&t un moyen d'expression propre A rćaliser une 
conception artistique personnelle, bien supćrieure 
au manićrisme fatiguć et a Vacadćmisme froid. 

D'aprčs la Carta del Nauegar pittoresco de Bo- 
schini, Medulić possčde 


«le penelae pronte cusl... 

che le fa teror, le fa spavento, 
con furia tal de machia e colorito 
e resolute pratica e maniera 

che no'fu vista mai cosa sl fiera.» 


(«des traits de pinceau si prompts qu'ils inspirent 
terreur et qu'ils ćpouvantent, avec une telle agi- 
tation de couleurs et taches, une exćcution et 
maničre si rćsolues que jamais une chose aussi 
superbe ne fut vue.») 


Aprčs cet «intervalle lucide» dans la com- 
prćhension de l'essence picturale de Medulić, la 
critique du Settecento, avec Zanetti en tćte, re- 
tourne aux thčses acadćmiques et aux vieilles 
apprćciations erronćes de Poeuvre de Medulić. 

Aussi, mieux et plus directement que les criti- 
ques anciens et modernes, ses oeuvres mćmes 
peuvent-elles nous ćclairer. Lili Frohlich-Bum, 
Venturi, Bernson et surtout Fiocco nous ont retracć 
la ligne de dćveloppement de Voeuvre de Medulić 
et de son individualisme artistique. 
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Rares sont les tableaux datćs de Medulić qui 
pourraient nous faire connaitre son ćvolution. Son 
estampe signće Paris enlevant Helene» est datće 
de 1547. Trois tableaux de forme ronde («tondo») 
et les figures des prophčtes dans la Bibliothčque 
de Saint-Marc a Venise peuvent ćtre datćs, 
d'aprčs des documents, de 1556-1557. Quant au 
tableau les Miracles de saint Marc, commandć a 
Medulić en 1562 et achevć par le Tintoret, nous 
n'en savons plus rien. Ces donnćes et quelques 
autres encore ne sont que trop rares. Aussi, pour 
ćtudier l'art de Medulić, nous ne pouvons nous 
servir d'autre mćthode que de lV'analyse du dćve- 
loppement de son style. 

En envisageant Voeuvre de Medulić comme un 
tout, nous pouvons conclure a lVexistence de trois 
facteurs d'influences. Dans sa jeunesse, l'in- 
fluence de Boniface Vćrončse, comme un des der- 
niers reprćsentants du «giorgionisme»; ensuite, 
une influence, plut&t d'apparence, de Parmigia- 
nino et du manićrisme de I'ćcole de Parme; enfin, 
les influences essentielles du Titien et du Tinto- 
ret, est a dire des grandes acquisitions coloristes 
et luministes de la haute Renaissance de Venise. 
Or, malgrć ces trois ordres d'influences, on re- 
connait dans tout son oeuvre le fil continu d'une 
individualitć incontestable. 

II est probable que le jeune Andrija Medulić 
est entrć tout d'abord en contact artistique avec 
Boniface Vćrončse. Bonifacio de Pitati, sur- 
nommć «Veronese», est une des figures marquan- 
tes parmi les peintres vćnitiens de second ordre 
dans la premičre moitić du XVI sičcle. On peut 
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demeler dans son oeuvre les influences de Palma 
le Vieux et du jeune Titien. L'atmosphčre de ses 
compositions est d'ordinaire reprćsentće par des 
scčnes somptueuses ou des sujets idylliques, ani- 
mćes du souffle riche et solennel du haut Cingue- 
cento de Venise. Ses couleurs sont chaudes et 
vives, mais sans beaucoup de profondeur, d'une 
clart€ toute de surface et arcadiquement sereine. 
Le paysage qui accompagne ces groupes figurćs, 
respire une douce tristesse. On y reconnait des 
reminiscences de la melancolie de Giorgione et 
des signes annoncant la proximitć de Vatmosphčre 
de PArcadie de la Renaissance. C'est surtout ce 
trait-la qui est sensible dans les travaux qu'on 
attribue au Medulić d'une ćpoque plus jeune. 


Si Vattribution a Medulić des tableaux de San- 
Giacomo-dell-Orio est exacte, ils reprćsenteraient 
la phase de ses dćbuts a Venise od il est encore 
raide et engourdi, alors que V'atmosphčre n'y est 
toujours pas ćloignće de vieux polyptiques de 
Vćcole locale. On pourrait admettre que Medulić 
s'y rapproche aussi des predelles de Božidarević 
dans le faubourg ragusain de Danče ou des ta- 
bleaux d'autel de PAnnonciation chez les domi- 
nicains de Raguse. Mais cette attribution est 
assez douteuse. 

L'influence de Boniface s'affirme dćja dans 
une suite de compositions idylliques ou une pleine 
comprćhension de latmosphčre picturale vćni- 
tienne se fait dćja jour. Ce sont des scčnes pasto- 
rales et bibliques ainsi que des idylles antiques. 
Le saint n'y est que prćtexte a reprćsenter libre- 
ment le fond ou Von voit des forćts et des 
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bosquets, des arbres aux branches fleuries et le 
ciel d'un bleu intense. La note personnelle du 
peintre aparait dčs ses travaux de jeunesse. La 
couleur n'y est pas solide, elle se dćcompose et se 
morcelle par un effet voulu. On dirait que la 
lumičre se refl€chit dans chaque feuille et chaque 
branche. Des traits de pinceau agitćs et nerveux 
expriment une inquićtude presque impressionniste 
ou tout vibre, dans un mouvement complexe de 
traits et de lignes. Les contours sont nerveux, les 
silhouettes des figures ont une douce ligne musi- 
cale, pleine d'un charme pictural intime. Peut- 
čtre Deucalion et Pyrrha, qui se trouve a VPAca- 
dćmie de Venise, cet ćpisode allćgorique du 
dćluge universel d'aprčs la mythologie grecque, 
est-t-elle Voeuvre la plus caractćristique de cette 
phase. Malgrć une certaine duretć qui se perdra 
par la suite, le maitre nous y apparait dans la 
plčnitude de ses facultćs. Les arbres de la partie 
centrale de son tableau rćpandent dćja une atmo- 
sphčre qui est bien A lui, tandis que la figure 
feminine centrale reprćsente une expression ty- 
pique de ses lignes courbes aux cadences ondu- 
leuses. Dans certaines parties il apparait solide, 
dans d'autres imprćcis, superficiel, dur. 
L'influence des contacts avec Parmigianino s'est 
limitće a des effets plutot extćrieurs, notamment 
dans les gravures sur cuivre. Medulić a proba- 
blement ćte a Parme ou a Bologne chez Parmi- 
gianino lui-mćme. Cette influence de Parmi- 
gianino nous est prouvće par les estampes de 
Medulić faites d'aprčs des oeuvres de Parmi- 
gianino, par les donnćes rapporićes par Lomazzo 
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et mčćme, par certains des tableaux de Medulić. 
Parmigianino (1503-1540) est un des fondateurs 
du manićrisme en Italie. Si Von a exagćrć en 
soulignant Vimportance de cette influence sur 
Medulić, il n'en est pas moins certain que Me- 
dulić a transport€ a Venise quelques €ćlements 
propres A Parmigianino. A la place de I'harmonie 
sereine, de la composition solide, des .couleurs 
pleines de vigueur, des jeux extraordinaires de 
tonalitć, cette nouvelle tendance apporte une in- 
quićtude, une nervositć extćrieure et souvent. 
mć&me des effets peu recherchćs. Le dessin perd 
son caractčre compact, un jeu dćsordonne de 
lignes agitćes et de formes courbes entre dans la 
composition. La figure s'allonge, devient dif- 
forme. Toutefois ce n'est pas dans le sens de 
Vexpressionisme extatique du Greco (quoique ce- 
lui-ci y tienne aussi par une de ses racines), mais 
par des effets subtils, effeminćs, voire dćcadents. 
Dans ces jeux d'ombres et de couleurs, qui s'agitent 
A la surface, les effets de lumičre et d'ombre 
deviennent un but absolu. i 

C'est de Parmigianino que Medulić tient les 
principes de ce courant nouveau, Il a copić ses 
travaux et c'est ainsi qu'il a contractć cette dispo- 
sition aux jeux de traits et aux figures allongćes 
de formes. En copiant la Sainte Famille (Galerie 
de Dresde), il ćtait sans doute ćmerveillć par sa 
forme nouvelle, mais on y constate aussi qu'il 
savait regarder en critique. 

“Cette attitude critique, Medulić ćtait parfaite- 
ment capable de Vobserver, car, au retour de ses 
ćtudes, il a trouvć Venise en pleine Renaissance. 
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C'ćtait Pćpoque de Vapogće du Titien, du Tinto- 

ret et de Vćrončse quwil connaissait dćja. A 

maintes reprises, Medulić s'est inspirć de leurs 

veuvres, il a senti les symphonies succulentes de 
leurs couleurs, leur plćnitude et leur interprćta- 
tion somptueuse de la nature, leurs jeux de lu- 
mičre grandioses, qui ne se bornent pas a la 
surface eta Vextćrieur, mais jaillissent de VPintć- 
rieur, pleins d'actions et rćvćlant leur nature 
intime du vćcu. Peut-čtre chez le Tintoret ces 
influences taient-elles mutuelles au commence- 
ment, tandis que plus tard notre artiste subissait 
positivement Vinfluence de son grand contempo- 
rain. Medulić s'est apercu de la valeur de cette 
nouvelle interprćtation de la lumičre. Chez le 

Tintoret, la lumičre reprćsente Ićlćment essentiel 
du tableau. Chez Medulić, elle est plutćt le rć- 
sultat d'une maničre de voir esthćtique. Chez le 
premier, elle accuse plus de profondeur, chez le 
second elle est plut&t une expression d'inquićtude, 
de mouvement, on dirait presque d'un genre gro- 
tesque. Medulić y arrive par des traits rapides, 
nerveux et clairs autant que faciles et adroits. On 
a Vimpression qu'il agite et dćcompose la lumičre 
solide, qu'elle jaillit par petits tourbillons, par 
cascades et jeux de traits. Il est permis d?y parler 
d'un element inachevć (non-finito), voire m&ćme 
d'impressionnisme. 

Cet «impressionnisme», 'qui ne procčde pas 
d'une tendance A voir la nature exactement, mais 
rćsulte de la conception m&me de Vartiste, con- 
stitue Vapport original de Medulić, ' 
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La place nous manque pour analyser ici Vim- 
portant oeuvre de Medulić qui compte une cen- 
taine de travaux et pour rechercher en mćme 
temps ces composantes fondamentales de son art 
dont nous venons de parler, ainsi que leurs rap- 
ports mutuels. Il est indćniable que Medulić 
malgrć des influences en plusieurs sens qu'il avait 
subies, possede une personnalitć artistique nette 
et fortemente exprimće, ce qui lui a permis d'im- 
poser aux influences recues une note nouvelle et 
hardie, dans le cadre de la haute Renaissance 
vćnitienne, dont il est un des reprćsentants incon- 
testables. 

Quatre compositions bibliques de Santa-Maria- 
del-Carmine, de Venise, reprćsentant Jes scčnes 
de FAnnonciation, de V.Adoration des Mages, de 
"Adoration des bergers et de la Circoncision, 
font dćja ressortir les qualitćs personnelles de 
Medulić. Les figures sont en quelque sorte trop 
allongćes, courbćes, agitćes, d'une grace morbide, 
d'un charme douceAtre et raffinć. Des taches des 
lumičre prčtent a toutes ces scčnes une atmo- 
sphčre fabuleuse, un ćlan impressionniste de PAr- 
cadie d'avant le Baroque. Dans la Gondamnation 
de Midas, il nous semble sentir le rythme du jeu 
de la lumičre du Corrčge. Sa couleur est tantot 
ardente et passionnće (PIvresse de Noč), tantot 
douce, en sourdine (le Songe de Jacob). Dans ce 
crescendo, dans cette constante tendance a la dć- 
composition de la masse lumineuse solide, dans 
cette rapiditć du trait, la lumičre prend un 
charme mystique. Et tout le tableau semble respi- 
rer une atmosphčre fantastique. Ses travaux les 
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plus caractćristiques portent ce cachet-lA. Il faut 
y compter les tableaux de Vienne (Diane et 
Actćon, Alexandre le Grand et la famille de 
Darius, Allćgorie, Mucius Scaevola, Jupiter et 
Amalihće, Scipion VPAfricain) que quelques au- 
teurs attribuent au Tintoret. On peut y compter 
€galement les exquises scčnes mythologiques de 
Dublin (liguidi svolazzi di velo, au dire de Ven- 
turi), ensuite les scčnes du mythe d'Eros et Psychć 
(Venise, Acadćmie), la Ićgende de Lara ou Adam 
et Eve (collection Cook, Richemond) ou bien la 
Condamnation de Midas (Hampton Court), qui 
respire la plćnitude de la maturitć du Tintoret. 


La vigueur mfire du Titien est reconnaissable 
dans une sćrie de tableaux de Medulić plus cal- 
mes, a la couleur. enivrante, plus. serrće et plus 
ferme, de composition plus classique et monu- 
mentale. La magnifique Adoration des. bergers 
(Vienne, Galerie) est d'une atmosphčre aćrienne,. 
pleine de lumičre qui trćssaille et vibre. Le bril- 
lant de la Sainte Famille (Vienne, Galerie) semble 
rendre des reflets de Vćrončse. Les figures du 
Christ devant Caiphas (Vienne, Galerie) sont plus 
grandes, plus fortes, mais Medulić ne s'y ćcarte 
pas de son trait de pinceau rapide et de ses con- 
tours fluides. Aussi s'y rapproche-t-il le plus de 
la vćritable conception picturale de la haute Re- 
naissance vćnitienne. 


R€cemment Fiocco a fait connaltre toute une 
sćrie de tableaux de notre maitre, demeurćs in- 
connus, allant de ses dćbuts a Pombre de Boniface 
jusqu'a la phase mdire, ardente et passionnće, qui 
le rapproche du Titien et du Tintoret. Ces ta- 
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bleaux nous expriment encore plus clairement 
que l'empreinte du Parmigianino n'ćtait qu'ex- 
tćrieure et que l'essence de la palette de Medulić 
čtait  vćnitienne. Ces tableaux dćcouverts par 
Fiocco, les voici: un tableau d'autel (oeuvre de 
jeunesse), au village de Mel, prčs Bellune, avec 
des predelles remarquables: ensuite, les tableaux 
de saint Jean-Baptiste et de sainte Agnčse, dans 
VForatoire de la mčćme: localitć, le tableau de la 
famille Fulcis au d6me de Bellune, avec un ca- 
chet qui rappelle les oeuvres de la maturitć du 
Titien et, finalement les magnifiques vantaux de 
Porgue de Saint-Pierre a Bellune, ou le peintre 
parait maltriser_ ses moyens d'expression, dans 
une grandiose symphonie pleine d'ardeur, de 
puissance et de grandeur. 
Medulić est moins connu comme portraitiste. 
Son portrait par lui-m&€me est une oeuvre' carac- 
tćristique, vigoureuse et calme. Venturi lui attri- 
bue: ćgalement: quelques autres portraits que 
d'autres auteurs attribuent au pinceau du Titien 
ou d'autres peintres de la haute Renaissance 
vćnitienne (collection Arnot, Londres; collection 
Auspitz, Vienne), mais toutes ces attributions 
nous semblent assez problćmatiques. 
L'impressionisme nerveux et Vinquićtude ma- 
nićrće de Medulić allaient en croissant jusgu'a la 
fin de sa vie, en mćme temps que grandissait 
dans ses travaux l'influence du Tintoret. L'Ado- 
ralion des Mages, a PAmbrosiana de Milan, et la 
Rencontre de Saint Paul, a la Galerie Querini- 
Stampalia de Venise, reprćsentent sous ce rapport 
les points culminants. Le manićrisme et Vimpres- 
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sionisme y sont transformćs en un genre presque 
baroque, symbolisć en quelque sorte par une co- 
lonne tordue au milieu de la scčne embrasće. Et 
cest de ce premier Baroque-la que Medulić de- 
vient un des prčcurseurs hardis et conscients. 
Medulić nous a laissć aussi un grand nombre 
de dessins qui nous rendent encore mieux sa na- 
ture de chercheur et d'individualit€ consciente. 
li ćtait ćgalement fćcond comme graveur sur 
cuivre. Dans ses estampes, il reproduisait souvent 
des sujets d'aprčs Parmigianino, mais dans cette 
technique non plus il ne reniait sa personalitć. 


La patrie de Medulić ne possede qu'un trčs 
petit nombre de ses travaux. Les tableaux 
Orphće et Narcisse (de la Galerie d'art de Split, 
actuellement A la Galerie de "Acadćmie Yougo- 
slave a Zagreb) sallient par leur stvle Aa la 
Lćgende de Psychć de Venise et de Cassel ou 
bien aux scčnes mythologiques de Dublin od le 
tissu pictural semble changć en un voile diaphane. 
Cet sont deux petits cassoni. D'une qualitć un peu 
infćrieure est son Ange (a la Galerie de VPAcadć- 
mie Yougoslave) qui ressemble beaucoup a VPange 
de la scčne reprćsentant Adam et Eve au Paradis 
terrestre, de la galerie Cook a Richmond, d'un 
ćcorchć hardi. La Galerie de V"Acadćmie de Za- 
greb possčde aussi quelques estampes du maitre. 

Une agitation baroque des formes se trouve 
aussi dans le Triomphe des guerriers, au Palais 


blanc de Belgrade, dans une gamme incompa- ' 


rable de tons verts, bleus et olivAtres, ainsi que 
dans un tourbillon de lignes courbes, constitućes 
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par les figures du cortčge des vainqueurs, au 
rythme impćtueux. On attribue ćgalement A Me- 
dulić PAnnonciation, au Musće d'art de Belgrade, 
provenant de la collection Joco Vujić de Senta. 
Cependant, ce tableau a ćtć trčš endommagć lors 
du bombardement de Belgrade, pendant la der- 
ničre guerre. Certes, on y trouve certaines affi- 
nitćs avec notre maitre. Il n'en est pas de m€me 
des nombreux tableaux qui se trouvent dans quel- 
ques ćglises du littoral et qu'on attribue A tort A 
Medulić, — exception faite du tableau d'autel de 
Veglise de LAnnonciation a Svetvičenat (San 
Vincenti) en Istrie, reprćsentant une Madone aux 
saints, ou Von trouve quelques analogies avec 
Vart de Medulić. Toutefois, il faut ajouter que 
Vempreinte d'une dćrivation manićrće du Tinto- 
ret y est encore plus fortement exprimće. | 

Le meilleur parmi les travaux de Medulić se 
trouvant en Yougoslavie ćtait une Scčne mytho- 
logigue avec Hermes, propričtć d'une famille de 
Maribor. Mais il a ćtć emportć pendant la der- 
ničre guerre. Par le caractčre monumental de sa 
composition dans un espace plein de profondeur, 
de lumičre et de vie, ce tableau se rattache aux 
scčnes historiques de Vienne (Alexandre le Grand 
et la famille de Darius, Scipion PAfricain). 


Venturi a qualifić Medulić «dimprovisateur fa- 
cile et fecond, počte hors du temps, qui prend son 
motif dans les travaux d'autrui, mais en fait des 
rimes arcadiennes et des dithyrambes bachiques, 
ignorant quelque fois la juste mesure». Cette me- 
sure immodćrće est ce je-ne-sais-quoi que Ridolfi 
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appelle «l'istinto della sua nazione». Il y a la un 
fond de vćritć. Gertes, il serait excessif de vouloir 
prćtendre que son expression artistique ne serait 
que le produit exclusif des ćlćments d'instruction 
recus dans son pays natal ou bien de sa personna- 
litć seule. Elle est un produit bien plus complexe, 
de plusieurs facteurs a la fois. I n'en est pas moins 
vrai que les trois grands peintres croates ćtablis 
A Venise ou dans le pays vćnitien pris dans une 
acception plus large: Čurinović, MEpuLić et 
BENKOVIĆ, — poss€daient quelque chose qui leur 
appartenait en propre, quelque chose de puissam- 
ment inđividuel, qui les separait des peintres con- 
temporains et leur assurait un cachet particulier. 
Cet ćlćment nouveau reprćsente loriginalit€ de 
Medulić et sa contribution personnelle a la pein- 
ture du Cinquecento, contribution dont les racines 
sont dans sa personnalitć a-lui et dans celle de 
son peuple: 


LISTE DES TRAVAUX DE MEDULICĆ 


*a) Principaux travaux hors de Uougoslavie 


Vienne (Gemildegalerie, Kunsthistorisches Museum) 
Jesus devant Caiphas (nr. 146) : 
Sainte Famille avec sainie Catherine (nr. 149) 
* Adoration des Mages (nr. 261) 
Diane et Actćon (nr. 168) E 
Alexandre le Grand et la famille de Darius (nr. 190a) 
Allćgorie : 
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Mucius Scaevola (nr. 331) 
PArtiste par lui-mćme (nr. 147) 
Jupiter et Amalihće (nr. 160) 
Naissance de Jupiter (nr. 158) 
Scipion PAfricain (nr. 190) 
Apollon et Daphnć (nr. 202) 


“Bellune, ćglise de Saint-Pierre: 


vantaux d'orgue 


cathćdrale: 
tableau d'autel de la famille Fulcis 


Berlin, Musće de PEmpereur Frćdćric: 
Paysage avec sc&ne fantastique (nr. 182) (?) 
Paysage avec Diane et scene de chasse (nr. 182b) (?) 


Dresden, Galerie de tableaux: 
Pieta (nr. 274) 
Sacra conversazione (nr. 275) 


Florence, Galerie Pitti: 
Samson et les Philistins (nr. 152) 
Galleria Uffizi: s 
Adoration des bergers (nr. 588) 


Hampton Court: 
Jacob et Esaii (nr. 395) 
Tobie et PAnge (nr. 41) 
Christ et Pilate (nr. 533) 
Condamnation de Midas (nr. 178) 


Leningrade, Ermitage: 
Jupiter et Io (nr. 121) (?) 


Londres, National Gallery: 
Apollon et Python 
Jupiter et Sćmelć 
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Mel, ćglise: 
tableau d'autel 
oratoire 
saint Jean-Baptiste 
sainte Agnes 
Milan, Ambrosiana: 
Adoralion des Mages (nr. 101) 
Naples, Pinacoteca Nazionale: 
Christ et Hćrode (nr. 92) 
Oxford, Christ Church: 
Apollon et Pan (nr. 219) 
Diane et Acićon (nr. 220) 
Richmond, Surrey, collection Cook: 
Legende de Lara (nr. 169) 
Turin, Pinacotčque, 
Sacrifice d'Iphygćnie (nr. 561) 
Jugement de Paris (nr. 562) 
Chute de Troie (nr. 569) 
Enlčvement d'Helene (nr. 570) 
Venise, Acadćmie: 
Christ et Pilate (nr. 271) 


Prćsentation au Temple (nr. 324) 
Scenes dEros et Psychć (nr. 335, 336, 337, “u 
Condamnation de Midas (nr. 714) 


Deucalion et Pyrrha (nr. 713) 
Libreria: 

trois «tondo» du Blafond 

Deux philosophes 


Collection Querini-Stampalia: 


Rencontre de saint Pierre 
Collection I. Brass: 
Deux paysages 
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Santa-Maria-del-Carmine: 
Circoncision 
Adoration des Mages 
Adoration des bergers 
Annonciation 
Saint-Sćbastien: 
Christ en route pour Emmaiis 
San-Giacomo-dell'Orio (?): 
Prophčte 
Appel des apčtres 


Pour le Catalogue des oeuvres de Medulić v. BERNSON, 


. Pitture italiane delPRinascimento, Milan 1936, pp. 445- 


446; FRčHLicH-Bum dans Thieme Becker, XXIV, p. 359; 
VENTURI, Storia delParte italiana, IX, 4, 741-743 


b) Travaux en Uougoslavie: 


Zagreb, Galerie de V"Acadćmie Yougoslave: 
Scčne sous la Croix (dessin) 
Ange 
Narcisse (proprićtć de la Galerie d'art de Split) 
Orphće (proprićtć de la Galerie d'art de Split) 
Quelques gravures sur cuivre 
Belgrade, Palais blanc: 
Triomphe des guerriers 
Musće d'art: 
đ la maničre ČA. Medulić 
Annonciation 


Nous ne mentionnons pas les autres tableaux du maltre, 
dont les attributions ne nous semblent pas exactes. Il en 
est de mćme des tableaux de la Galerie d'art de Dubrov- 
nik et de la Galerie »Benko Horvat« de Zagreb, qui, a 
notre avis, n'appartiennent pas a Medulić. 
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12. 


POPIS REPRODUKCIJA 


. Prorok (ulje), atribuira se Meduliću 


Venecija, San Giacomo dell'Orio 


. Prorok (ulje), atribuira se Meduliću 


Venecija, San Giacomo dell'Orio 


. Deukalion 'i Pira (ulje) 


Venecija, Galleria dell'Accademia di Belle Arti 


. Deukalion i Pira (ulje), detalj 


Venecija, Galleria dell'Accademia di Belle Arti 


. Prizor iz legende o Psihi (ulje) 


Venecija, Galleria dell'Accademia di Belle Arti 


. Prizor iz legende o Psihi (ulje) 


Venecija, Galleria dell'Accademia di Belle Arti 


. Krist i Samarićanka, Uskrsnuće Krista (ulje), detalji 


poliptiha — Mel, Chiesa Arcipretale 


. Porođenje (ulje), detalj poliptiha 


Mel, Chiesa Arcipretale 


. Svetica mučenica (ulje) 


Mel, Craterij 


. Navještenje (ulje) | 


Venecija, Chiesa dei Carmini 
Poklonstvo kraljeva (ulje) 

Venecija, Chiesa dei Carmini 
Poklonstvo pastira (ulje) 

Venecija, Chieša dei Carmini 
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13 


14. 


45. 


16. 


17 


18. 


19. 


20. 
21. 


22. 


23. 


24. 


25, 


26. 
27. 
28. 
29. 


30. 


Prikazanje u hramu (ulje) 

Venecija, Chiesa dei Carmini 
Pijanstvo Noje (ulje) 

Venecija, Kolekcija Giovanelli 

Prikazanje u hramu (ulje), detalj 

Venecija, Galleria dell'Accademia 
Prikazanje u Hramu (ulje), detalj 

Venecija, Galleria dell'Accademia s 
Sveti Petar u tamnici (ulje) 

Venecija, San Rocco 
Anđeo (ulje), detalj triptiha 
Mrtvi Krist (ulje), detalj triptiha 
Anđeo (ulje), detalj triptiha 
Bogorodica iz Navještenja (ulje), detalj 

Belluno, San Pietro 
Anđeo iz Navještenja (ulje), detalj 

“Belluno, San Pietro 
Sveti Pavao (ulje) 

Belluno, San Pietro 
Anđeo (ulje), fragment 

Zagreb, Stara galerija Jugoslavenske akademije 
Narcis (ulje) 

Split, Galerija umjetnina 
Apostol (bakrorez) 
Polaganje u grob (bakrorez) 
Skidanje s križa (crtež) 

Venecija, Galleria dell'Accademia 
Raspeće (crtež) f 

Zagreb, Graf. kabinet Jugoslavenske akademije 
Skica za Navještenje (crtež) 


Prilog u bojama 


76 


Orfej (ulje) 
Split, Galerija umjetnina 


LIST OF REPRODUCTIONS 


. The Prophet (oil), attributed to Medulić 


Venice, San Giacomo dell'Orio 


. The Prophet (oil), attributed to Medulić 


Venice, San Giacomo dellOrio 


. Deukalion and Pyra (oil) 


Venice, Galleria dell'Accademia di 
Belle Arti 


. Deukalion and Pyra (oil), detail 


Venice, Galleria dell'Accademia di 
Belle Arti 


. Legend of Psyche — a scene 


Venice, Galleria dell'Accademia di 
Belle _Arti 


. Legend of Psyche — a scene 


Venice, Galleria dell Accademia di 
Belle Arti 


. Christ and the Samaritan Woman, The Resurrection of 


Christ (oil), details of polyptych 
Mel, Chiesa Arcipretale 


. Birth (oil), detail of polyptych 


Mel, Chiesa Arcipretale 


. The Holy Woman Martyr (oil) 


Mel, Craterij 


PALA 


10. 


11. 


12. 


13. 


14. 


15. 


16. 


1%. 


15. 
19. 
20. 
21. 


22. 


23. 


24. 


25, 


26. 
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The Annunciation (oil) 
Venice, Chiesa dei Carmini 
Adoration of the Kings (oil) 
Venice, Chiesa dei Carmini 
Adoration of the Shepherds (oil) 
Venice, Chiesa dei Carmini 
The Presentation in the Temple (oil) i 
Venice, Chiesa dei Carmini 
The drunk Noah (oil) Sad 
> Venice, Collection Giovanelli 
The Presentation in the Temple (oil), detail 
Venice, Galleria dell'Accademia 
The Presentation in the Temple (oil), detail 
i Venice, Galleria dell'Accademia 
St. Peter in jail (oil) 
Venice, San Rocco 
Angel (oil), detail of the triptych 
The Dead Christ (oil), detail of the triptych 
Angel (oil), detail of the triptych 


Uirgin Mary from Annuncation (oil), detail 


Belluno, San Pietro 
Angel from Annuncation (vil), detail 
Belluno, San Pietro 
St, Paul (oil) 
' Belluno, San Pietro 
Angel (oil), fragment 
Zagreb, Old Gallery of the Yugoslav 
Academy 
Narcissus (oil) 
Split, Art Gallery 
Apostle (engraving) 


27. Jesus laid in the Tomb (engraving) 

28. Jesus taken from the Cross (drawing) 
Venice, Galleria dell'Accademia 

29. Crucifixion (drawing) 
Zagreb, Yugoslav Academy — graphic 
cabinet 

30. Skeich from Annunciation (drawing) 


Supplement in colours 
Orpheus (oil) ' 
Split, Art Gallery 
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TABLE DES REPRODUCTIONS 


. Prophčte (peinture a V'huile), attribuć a Medulić 


Venise, San Giacomo dell'Orio 


. Prophete (peinture A I'huile), attribuć a Medulić 


Venise, San Giacomo dell'Orio 


. Deucalion et Pyrrha (peinture A Vhuile) 


Venise, Galleria dell'Accademia di 
Belle Arti 


. Deucalion et Pyrrha (peinture a V'huile), dćtail 


Venise, Galleria dell'Accademia di 
Belle Arti 


. Scene de la Lćgende de Psychć (pcinture a Vhuile) 


Venise, Galleria dell'Accademia di 
Belle Arti 


. Scčne de la Lćgende de Psychć (pcinture A IPhuile) 


Venise, Galleria dell'Accademia di 
Belle Arti 


. Christ et la Samaritaine, Resurrection du Christ 


(pcinture a IV"huile) dćtails du polyptyque 
Mel, Chiesa Arcipretale 


KD 


. Naissance (peinture a Vhuile) dćtail du polyptyque 


Mel, Chiesa Arcipretale 


. Sainte martyre (peinture a I'huile) 


Mel, Craterio 


10. 


11. 


12. 


13. 


14. 


15. 


16. 


17. 


18. 
19. 
20. 
21. 


22. 


23. 


24. 


25. 


26. 


Annonciation (peinture a IV'huile) 
Venise, Chiesa dei Carmini 


Adoration des Mages (peinture a I'huile) 
Venise, Chiesa dei Carmini 

Adoration des bergers (peinture A V'huile) 
Venise, Chiesa dei Carmini 

Prćsentation au Temple (peinture a I'huile) 
Venise, Chiesa dei Carmini 


Ivresse de No& (peinture A I'huile) 
Venise, Collection Giovanelli 
Prćsentation au Temple (peinture a I'huile) dćtail 
Venise, Galleria dell'Accademia 
Prćsentation au Temple (peinture a I'huile) dćtail 
Venise, Galleria dell'Accademia 
Saint Pierre en prison (peinture a I'huile) 
Venise, San Rocco 
Ange (peinture a I'huile) dćtail du triptyque 
Christ mort (pcinture a I'huile), dćtail du triptyque 
Ange (peinture a V'huile) dćtail du triptyque 
Madone de PAnnonciation (peinture A I'huile) dćtail 
Belluno, San Pietro 


Ange de PAnnonciation (peinture a I'huile) 
Belluno, San Pietro 


Saint Paul (peinture a I'huile) 
Belluno, San Pietro 
Ange (peinture A V'huile) fragment 
Zagreb, Galerie de 'Acadćmie Yougoslave 
Narcisse (peinture a V'huile) 
Split, Galerie dart 
Apbćire (estampe) 
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+: 27. Sćpulture (estampe) 
28. Descente de croix (dessin) 
: Venise, Galeria dell'Accademia 
29. Crucifixion (desssin) 
Cabinet d'estampes de PAcadćmie 
Yougoslave 


Hors-texte cn couleurs 
Orphće (peinture a I'huile) 
Split, Galerie d'art 


RE PEOD UK CIJE 


1. PROROK (ulje), atribuira se Meduliću 


2. PROROK (ulje), atribuira se Meduliću 


3. DEUKALION I PIRA (ulje) 


4. DEUKALION I PiRA (ulje), detalj 


5. PRIZOR IZ LEGENDE O PSIHI (ulje) 


6. PRIZOR IZ LEGENDE O PSIHI (ulje) 


7. KRIST I SAMARIĆANKA, Uskrsnuće Krista (ulje), detalji poliptiha | 


8. POROĐENJE (ulje), detalj poliptiha 


9. SVETICA MUČENICA (ulje) 


10. NAVJEŠTENJE (ulje) 
11. POKLONSTVO KRALJEVA (ulje) 


12. POKLONSTVO PASTIRA (ulje) 
13. PRIKAZANJE U HRAMU (ulje) 


14. PIJANSTVO NOJE (ulje) 


15. PRIKAZANJE U HRAMU (ulje), detalj 


16. PRIKAZANJE U HRAMU (ulje), detalj 


17. SVETI PETAR U TAMNICI (ulje) 


18. ANĐEO (ulje), detalj triptiha 


19. MRTVI KRIST (ulje), detalj triptiha 


20. ANĐEO (ulje), detalj triptiha 


21. BOGORODICA IZ NAVJEŠTENJA (ulje), detalj 


22. ANĐEO IZ NAVJEŠTENJA (ulje), detalj 


23, SVETI PAVAO (ulje) 


24. ANĐEO (ulje), fragment 


25. NARCIS (ulje) 
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27. POLAGANJE U GROB 
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28. SKIDANJE S KRI 


29. RASPECE (crtež) 
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